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ALL AURICON EQUIPMENT IS SOLD WITH 
A 30 DAY MONEY-BACK GUARANTEE. 
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“CINE-VOICE IZ" 16mm Optical Sound-On-Film Camera. ‘‘AURICON PRO-600''16mm Optical Sound-On-FilmCamera. ‘‘SUPER 1200'' 16 mm Optical Sound-On-Film Camera. 


* 100 ft. film capacity for 2% minutes of * 600 ft. film capacity for 164% minutes of * 


1200 ft. film capacity for 33 minutes of 


recording; 6-Volt DC Convertor or 115-Volt AC recording. * $1871.00 (and up) with 30 day recording. * $5667.00 (and up) complete for 


money-back guarantee. 
rhin on L—, 


operation. * $795.00 (and up). 
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SOUND RECORDER —Model RM-30... 
capacity, synchronous motor for “double-system” in operation, furnishes 115-Volt AC power to drive 


p6mm Optical Sound-On-Film operation. “Single System” or “Double System” Auricon 
$3630.55 (and up) Equipment from 12 Volt Storage Battery, for 


remote “location” filming.* $269.50 
. Strictly for Profit 
CHOOSE AURICON 


lf it’s profit you’re after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 
Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 




















" BERNDT-BACH, INC. 


6902 ROMAINE ST., HOLLYWOOD 38, CALIF. 


1 FT-10S12... 
Pan-Tilt Head Professional Tripod for 
velvet-smooth action. Perfectly counter-balanced 


TRIPOD— Models FT-10 an 


to prevent Camera “dumping.’4¢ $406.25 (and up). 












“High-Fidelity” Talking Pictures. 





1200 foot film PORTABLE POWER SUPPLY UNIT—Model PS-21... Silent FILMAGNETIC 9—Finger points to Magnetic pre-stripe 


on unexposed film for recording lip-synchronized 
magnetic sound with your picture. Can be used 
with all Auricon Cameras.% $870.00 (and up) 





Auricon Equipment is sold with a 
30-day money-back guarantee. 
You must be satisfied. 


eseeseeseeoeoeeeece 
Please send me free Auricon Catalog. 984 


Name 





(Please write your address in margin) 

















DON NORWOOD 
INVENTS NEW 
AUTOMATIC 

INCIDENT LIGHT 
EXPOSURE METER 


The world's only GENUINE 
Norwood Exposuyre Meter now 
made! The Automatic Norwood 
Super Director is the new inven- 
tion of Mr. Donald Norwood 
A.S.C. Associate, world-famous 








Exposure Meter 


Professional HIGH-FIDELITY 
Color exposures — AUTO- 
MATICALLY! The three di- 
mensional NORWOOD 


quick reading. 
NORWOOD HELIOVALVE 
gives you an automatic di- 
rect-reading F: stop for pre- 
adjusted film and shutter 
combinations. 





19%, 


Includes Norwood Meter, Case 
Neckstrap, 3-D Incident Light 
Heliosphere, Reflected Light 


Heliogrid, Automatic 


Heliovalve 


Sole U.S.A. Importer 


U. S. Photo Supply Company 
6478 Sligo Mill Road 
Washington 12, D. C. 
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ON THE COVER 


Tep McCorp, A.S.C., and his camera crew film a scene for 
“The Proud Rebel,” Samuel Goldwyn, Jr., production on location 
in Utah. Pictured is typical working setup. The BNC camera 
is secured to improvised platform, while both booster lights and 
sunlight reflectors are used to provide fill light. Box-like cage 
of muslin encasing mike above players absorbs wind noise. 
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Mitchell Professional 
Accessories extend l6mm 
~1\ and 35mm camera use 


REMOTE CONTROL UNIT 


No other camera today films with trouble-free pro- 
fessional perfection such a wide range of require- 
ments. A Mitchell, equipped with specially designed 
professional Mitchell accessories, has virtually 
unlimited ability and versatility of use. 





FOLLOW FOCUS ATTACHMENT 











MATTE BOX AND SUNSHADE LENSES AND LENS MOUNTS BLIMPS 





HIGH SPEED AND 
2 SPEED GEAR HEAD VIEW FINDERS VARIABLE SPEED MOTORS | 


| 
| 
| 


] 


Write today on your letterhead 
for information on Mitchell 16mm 
or 35mm cameras and 


eis CORPORATION 
accessories. 


FRICTION TILTHEAD AND TRIPOD 


666 WEST HARVARD STREET 
GLENDALE 4,.CALIFORNIA 


Cable Address: ‘“‘MITCAMCO”’ 


*85% of Professional Motion Pictures 
Shown Throughout The World Are Filmed with Mitchell Cameras 
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APOCHROMATIC LENSES 
FOR 16mm, 35mm and 
T.V. CAMERAS. 


-—— 


SOmm 
1/2 





* Exclusive APOCHROMATIC cor- 
rection of all primary colors gives 
vibrantly “Lifelike” color rendition. 
Highest resolving power up to the 
very corners provides finest details 
and absolutely critical focus, even at 
full aperture. 


* Subtle greytones and excellent con- 
trast with a deep satiny black guar- 
antees outstanding picture quality. 

* Extreme luminosity combined with 
hard coating on all surfaces renders 
unbelievably striking overall 
brilliance. 

* 100% lens consistency: Each hand- 
picked APOCHROMAT passes 
scrupulous optical bench test — 
carries an unconditional guarantee 
for highest optical performance. 


KINOPTIK APOCHROMATS—THE ONLY COMPLETE 
SERIES OF PERFECTLY COLOR-MATCHED, 
EXTRA-FAST 
MOVIE LENSES. 









300mm £/3.5 
with KINOFLEX 
reflex housing, cradle support. 


All lenses available in C, Cine-Special, Arriflex, 
Eyemo, Camerafiex or Barrel mounts. 


% 35 

} mm mm 

om RR 40mm £/2 $199 
5.7mm £/1.8 $499 50mm £/2 $179 $199 
12.5mm £/2.5 $269 75mm f/2 $199 $229 
20mm £/1.9 $169 100mm f/2 $299 $299 
25mm £/2 $169 $189 150mm f/2.5 $329 $329 
28mm f/2 $189 210mm £/2.8 $429 $429 
32mm £/1.9 $179 300mm £/3.5 $459 $459 
35mm /2 $189 500mm f/5.6 $529 $529 





See your franchised 
KINOPTIK dealer or 
write for free illustroted 
brochure 1K .46 


480 LEXINGTON, NEW YORK 17, 


8 karl | heitz 
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News briefs of 
industry activities, 


products and progress 








THE NEW R-30 is on right. 


Photolamps, like flashbulbs. are being 
reduced in size, made more compact and 
efficient. First result of this miniaturiza- 
tion is Sylvania Electric Products’ 375- 
watt R-30 pictured above compared to 
its old style R-34 counterpart. 

Exterior of the new lamp’s neck is 
tinted blue and internal construction in- 
cludes a disc and special filament de- 
signed to minimize the occurrence of 
blistering and blackening. Lamp is ideal- 
ly suited to all types of motion picture 
photography where small photolamps 
and related equipment are desirable. 
List price of new lamp is $1.50. Avail- 
able June Ist. 


* 


Current production trend in horror, fan- 
tastic, and science-fiction films has at- 
tracted Dutch inventors, who last month 
closed deal with Venture Films, Inc., for 
exclusive use of its new Dyadicscope sys- 
tem—a new film process by which out- 
size figures, people or animals, whether 
blown up to giant proportions or shrunk 
to a few inches in height, can be photo- 
graphed in live action scenes along with 
figures of normal size. 

New system uses two lenses on cam- 
era and produces, in conjunction with 
an arrangement of mirrors and prisms, 
two separate images on a single frame 
of film, thus by-passing need for travel- 
ing mattes, processing screens, and ani- 
mation in special effects shots. 

Jack Pollexfen has been signed to pro- 
duce the first two feature films sched- 
uled to use the process—“The Astound.- 
ing 12-inch People.” and “The Brain 
Snatchers.” 

* 
Still better lenses for cameras are prom- 


ised in the development of a new “rare 
earth” optical glass, according to Walter 
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H. Pierstorff, commercial director of the 
Schott glass works at Mainz, Germany. 
The new glass reportedly can be pro- 
duced in industrial quantities. 

Lenses of future made of the “new 
earth” optical glass, according to Mr. 
Pierstorfl, will be marked by improved 
resolution across the entire field—sig- 
nificant in color photography. 

Eastman Kodak Company reportedly 
has also pioneered in the development of 
“new earth” elements for the production 
of optics since the late thirties. 


* 


Litton Industries of Beverly Hills, Calif., 
last month completed negotiations for 
the purchase of Westrex, Western Elec- 
tric Company subsidiary devoted to elec- 
tronics, and particularly the sound 
equipment used in the motion picture 
industry, 

Litton Industries specializes in the 
manufacture of computers, data proces- 
sing equipment, communications and 
navigation apparatus, business machines, 
microwave tubes and electronic com- 
ponents. Its 8.500 employees are scat- 
tered over 17 domestic manufacturing 
plants and research labs, and in a plant 
in Amsterdam, Holland. Acquisition of 
Westrex will add 1,300 employees and 
35 offices in foreign countries to organi- 
zation. 


* 


Video-tape recording is freeing motion 
picture facilities for a greater volume of 
the kind of work tape is not geared to 
handle. according to Saul Jeffee, founder 
of Movielab Color Laboratories, New 
York. 

“The competition between tape and 
film has already had the result of mov- 
ing more motion picture production out 
of the studio into real locales,” Jeffee 
said. 

Special effects is still a real problem 
in the production of video-tape pictures, 
it was pointed out. “More and more of 
the million-foot daily film processing of 
our laboratories comprises films having 
special optical effects, animation and ef- 
fect combinations.” Jeffee explained 
further. and added that while there is 
no doubt that a portion of this might 
ultimately be accomplished with con- 
siderable effort on tape, it is so routine 
a matter on film that the latter method 
is preferred, 





NOW 


MOVIELAB 








EASTMAN COLOR oe 


DEVELOPING 35MM (5248) COLOR NEGATIVE 

DEVELOPING 35MM (5253) AND 16MM (7253) INTERMEDIATES 
35MM ADDITIVE COLOR PRINTING 

16MM CONTACT AND REDUCTION ADDITIVE COLOR PRINTING 


INTERNEGATIVES 16MM (7270) FROM 16MM KODACHROMES 
BLOW-UPS FROM 16MM KODACHROME TO 35MM COLOR 
KODACHROME SCENE TO SCENE COLOR BALANCED PRINTING 
35MM COLOR FILM STRIP PRINTING 
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MOVIELAB BUILDING - 619 W. 54th ST NEW YORK 19, N. Y. + JUDSON 6-0360 








COLOR CORPORATION 
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equipment, accessories, services 











Intervalometer 

Kling Photo Corp., 257 Fourth Ave.. 
New York 10, N.Y., announces an in- 
tervalometer for use with the Arriflex-16 
camera in making time-lapse motion 
pictures. Unit has motor-driven timer 
and operates from 110-V, 60 cycle AC 
current, Unit also provides for 8-V DC 
inputs so whole system of Arriflex-16 
equipment may be used with conven- 
ience, Three models provide intervals 
from 6 seconds to 20 minutes; 12 sec- 
onds to 50 minutes; and 2 minutes to 
10 hours—plus intervals of 2 and 4 sec- 
onds. Weight is approximately 14 lbs.; 
size is 8144”"x814,"x1014”; list price is 
$395.00. 





Transistor Recorder 

Hallen Electronics, 332 No. La Brea 
Ave., Los Angeles 36, Calif., announces 
its new Model 1216 all-transistorized pro- 
fessional magnetic film recorder. Fea- 
tures include encapsulated modular 
plug-in amplifier sections, 1200-ft. film 
capacity, and one-case compactness. Fre- 
quency response is 30 to 12,000 cys. 
Amplification is ample so “long shots” 
can be made with any professional-type 
mike without need for extra amplifiers 
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or mixer, Amplifier may be powered by 
24-V batteries or regular AC. Recorder 
is available for l6mm, 174mm, or 
35mm magnetic film, portable or rack- 
mounted, 
New Kodak Lens 

Eastman Kodak Company announces 
a new f/1.9 short focal length, wide- 
angle lens in standard Type D mount 
for 8mm cine cameras. Lens is fixed- 
focus, lumenized, with positive click- 
stops from f/1.9 to £/16. Front and rear 
lens caps are provided. Lens also accepts 
Kodak Combination lens attachments 
Series 5 with No. 22 screw-in adapter 
ring. List price is $54.50, including 
federal tax. 





Remote Control Head 

Houston-Fearless Corp., 11805 West 
Olympic Blvd., Los Angeles 64, Calif., 
announces a new remote control head 
for small industrial-TV cameras weigh- 
ing up to 20 lbs. Powered by two Bo- 
dine motors, head will tilt camera up 
or down 45° or rotate 370°. It can also 
be operated in vertical position. Speed 
of movements is 2° per second in ele- 
vation; 314° per second in azimuth. 
Two toggle switches control movements 
at tripod or at remote location, as de- 
sired. 


Tape Splicer 

Camera Equipment Co., New York, 
N.Y., announces availability of the Ace 
“Clear-Vision” Tape Splicer, Model II 
for use with all types of motion picture 
films, including Cronar. Features include 
recessed cutting blade which prevents 
tearing and bending of film. Depressed 
by pushbutton, blade springs back after 
cut is made. Center bars in the base 
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force film back up after splice is com- 
pleted. Non-magnetic construction in- 
sures safety of magnetic striped films 
and magnetic sound films. Unit makes 
strong butt or lap splices, straight or 
diagonal, without heat or use of cement. 
Film pins are adjustable to accommodate 
film widths from 8mm to 70mm. List 


price is $125.00. 





Cinetron Converter 

S.0.S. Cinema Supply Corp., New 
York, is distributing the new Cinetron 
power converter, a heavy-duty unit that 
provides a great amount of lighting 
power from a limited power source. 
Cinetron multiplies both intensity and 
color temperature of standard long-life 
lamps to the levels required for good 
photography. Up to 45 150-watt RFL 
lamps may be used simultaneously on 
the unit’s 230-volt A.C. output with 
satisfactory color temperature. Full price 
is $389.00. Data sheet is availavle. 


Personnel notes: Victor M. Salter pro- 
moted sales-service supervisor for Du- 
Pont photo products at Parlin, N.J.... 
Harlan Graham, same company, has 
been named sales director of DuPont 
photo products. . . . Joseph H. Tanney, 
head of S.0.S. Cineman Supply Corp., 
last month was re-elected Chairman of 
Motion Picture Industry Credit Group. 
. . . Birns & Sawyer, Los Angeles, has 
opened regional sales office at 3825 
Bryan, Dallas, Texas. 








WHAT KIND OF LIGHTING 
AND GRIP EQUIPMENT 
| DT Oe 4 OT CRO f 9 25 De 


= 


Arcs, inkies, century stands or 
reflectors? What sizes do you 


aX =1-16 Oras CORO] OOM \s- a mup-y-tome-1 008 ola 
From the largest arc to the 
smallest inkie, from grip equip- 
ment and props to sleek DC 
generator trucks, you'll find 


it at Keele Koes. 


LIGHTING THE MOTION PICTURE INDUSTRY SINCE 1921 


SALES-RENTALS-SERVICE 


333 West 52nd Street, New York City, 
Oi igel(-micottol. WA @) Sead fale schedule of rentélnalal 








for his Academy Award winning production, 
“Wetback Hound” a 
... best live-action short subject for I95/ 


A Buena Vista Film Distributing Company release 





“I feel that a part of the Oscar really belongs to Magnasync 

because otherwise I could not have gotten around to record some of the 
interesting effects that helped make the picture good. My Magnasync set-up 
is probably the only one in Hollywaod that has had the hot breath 


of a wild mountain lion fogging up the magnetic head .. .” 


Mr. Lansburgh is famous for his productions made under 
extreme, rugged conditions... in jungles, deserts, 
mountains... and relies on the famous Magnasync equipment 
for perfection in recording. Scoring and re-recording for “Wetback Hound” 
was performed by Glen Glenn Sound Company — 
also users of Magnasync equipment. 





MACKASY NG) 











lagnaeomic 


MAGNASYNC MANUFACTURING CO., LTD., 5546 Satsuma Ave., North Hollywood, Calif. 


LOS ANGELES: -Birns & Sawyer Cine Equipment, 8940 Santa Monica Bivd., 


DEALERS: NEW YORK: Camera Equipment Co., 315 W. 43rd St., New York 36, N. Y.; 
Los Angeles 46, Calif.; Olympia 2-1130. 


JUdson 6-1420; Cable ‘*CINEQUIP."' 


a. —— Service, Inc., 3252 Foster Ave., Chicago 25, IIl.; INDIA: Kine Engineers, 17 New Queens Rood, Bombay, India. 
SAN FRANCISCO: Brooks Camera Co., 45 Kearney, San Francisco, Calif.; JAPAN: J. Osawa & Co., Ltd., 5 Ginza Nishi 2-Chome, Chuo-Ku, Tokyo, 
Japan; Tel: Tokyo 56-8351-5; Cable ‘‘OSAWACO."’ 


EXbrook 2-7348. 
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problem: 


How to completely eliminate mislabeled 
or illegible leaders on any 16mm release 
print made in large quantities. 





solution: 


Automatic white opaque leader.* 






























At CFI, hand labeling the head 
leaders on large quantities of release 
prints is obsolete. Now, from first print 
to the last, this important job is 

done automatically. 


Film title, production number, air date, 
and other essential information 

are inscribed only once on the negative. 
This data is “‘printed through”’ 
onto the head leader of each 
release print. This portion 


eee 






57 


of film is then reinforced 






with white opaque cellophane 








tape. Since the head leader 
becomes an integral part 
of the film itself, there is no 


PP. pes + %. 
in | & f 


need for the usual splicing. 





The result is a more durable 
leader, which is 100% accurate 
and easy to read. 
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Sid Solow, Vice President and 
General Manager of CF! Hollywood, - 
shows how the new method of © 
labeling leaders makes immediate 
identification of release prints 
easier and more accurate. 
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ougratilalions 


LARRY LANSBURGH 


on winning the 1957 Academy Award in 
the category, ‘Best Live Action Short Sub- 
ject’ with your picture: “The Wetback 
Hound.*** 





We are proud that every foot of the film 
was shot with Arriflex 35 cameras, and that 
their compact qualities gave to the produc- 
tion many otherwise unattainable shots. 


*Released by Buena Vista Film Distributing Co. 
Produced and directed by Lorry Lansburgh. 

















tor barry Wansburgh and h Arr ites 35 
ting closeup Of o treed toi, fion in 
making of pr ction “The Wetbocifl und .“* 
ag 2 i : 
Ke TL IT NG PHOTO CORPORATION 
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4 i In Canada: Gevaert (Canada) Ltd., 345 Adelaide St.. West. Toronto 
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“Capratelations 


JACK HILDYARD 


We are pleased that the Arriflex 35 played 
such an important part in the filming of the 
1957 Academy Award winning motion pic- 
ture “The Bridge on the River Kwai.’’* We 
are delighted that the film swept the 
Academy Awards with seven Oscars, includ- 


ing Best Picture. 





*Produced by Sam Spiegel and Released by Columbia Pictures. 








Unposed photograph aeaiia: @ mom@nt in the day's work during filming Mac 
of “The Bridge On the River Kwai.” Caméroman Jack sHildya@rd (Oscar ~ 
for Best Achievement in Photography for 1957) leads the actor8%and crew 

to a new location; to his right is Sessug™ Hayakdwelp: Aléc Guinness 
(Oscar for Best Actor) is shown in front@6fght*screen to the left in 
picture. Note Arriflex 35 carried by fameraman in center of picture. 


Fe Tt WN Ge PHOTO CORPORATION 


257 FOURTH AVENUE, NEW YORK 10, N.Y. ® 7303 ELROSE AVENUE, lL 
In Canada: Gevaert (Canada) Ltd., 345 Adelaide St., West, Toronto 








Announcing 


THE NEW 


E-Z JR. 


FILM SPLICER 


USES CLEAR PERFORATED SPLICING TAPE 





MODEL 8-16 Jr. eae $1995 


Splice all types of film (8 or 16mm) quickly and 
easily with perforated, transparent splicing tape 
One stroke cuts both ends of film, next stroke cuts 
splicing tape on frame lines and applies it over 
film ends to form butt splice. No bothersome hand 
ling of separate pieces of splicing tape Uses 
economical roll tape, either single or double per- 
forated 

It's E-Z to adjust alignment pins to prevent 
splices of shrunken film from skipping in pro 
jector. Tape splices are stronger, do not show on 
screen, and are quiet in projection. The E-Z Jr 
has cast aluminum body, hardened and ground 
steel cutters, adjustable film alignment pins and 
non-magnetic stainless steel film table 

—AT YOUR DEALERS OR WRITE DIRECT— 
E-Z SET PRODUCTS 
7731 E. Vandorf St., So. San Gabriel, Calif. 
~] Please send free literature 
T}] | enclose $ in check or money 

order for E-Z J Film Splicer Model 8-16 
California buyers include $.80 tax) 


Name 
Address 
City Zone State 


HOLLYWOOD 


BULLETIN BOARD 





News briefs about the A.S.C., 


its members, and important 


industry personalities 











UHLER Professional Printers 





Combination 16MM Continuous 
Printer . $775.00 
f.o.b. Detroit 
OYHER PROFESSIONAL PRINTERS 
Reduction & Enlarging 16-8MM 


Printer , ‘ . $1,295.00 
Combination 35MM Continuous 

Printers ‘ $1,445.00 
Reduction & Enlarging 35-16MM 

Printers . : , $2,475.00 
oo a for 35- $2,275.00 


UHLER CINE MACHINE CO. 


15762 Wyoming Ave., Detroit 38, Mich. 
Ph.: UNiversity 1-4663 Cable: *‘UHLCIMA"’ 


Write for further information 
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VAUGHN C. SHANER (left) and Walter L. Farley (right) explain fine points of Eastman 
Kodak's new 16mm Ektachrome film to screen director Rudolph Mate at May dinner-meeting 
of ASC. Shaner and Farley, along with EK’s Dr. Norwood Simmons, earlier in the evening, 


gave illustrated talk on new film. 


Ray June, ASC, 63. veteran cinema- 
tographer who during his more than 30 
years in Hollywood 
photographed most 
of the top stars, died 


May 26th from 


member of the A.S.C. 


Surviving is his wife, Katherine. 





WHEN DON MALKAMES, ASC, isn't shooting 
TV films in New York, he’s busy adding to 
his collection of antique motion picture pro- 
jectors, said to be largest and most valuable 
collection in world. 


Benjamin Berg, ASC, and Mrs. Berg 


made a combined business-pleasure trip 
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heart attack. A na- 
tive of Ithaca, N.Y.. 
June began his ca- 
reer shooting silent 
films for the late 
Marshal Neilan. He 
shot his first talkie. 
“Alibi,” in 1939, A 
since 1927, June 
moved to MGM in 1936 and remained 
with this studio until 1954. His last cine- 
matographic assignment was “House- 
boat” at Paramount Studio, Hollywood. 





ASC’S NEW PREXY, Walter Strenge, was in 
good form as he officiated at first meeting 
following his election. One of first official 
steps was to set in motion plans for ASC's 
forthcoming Axrnua! Ladies Night Dinner and 
Dance to be held at Beverly-Wilshire Hotel, 
October 11th. 


to Europe last month. They visited im- 
portant lens and camera factories in 
England, France, Belgium and Switzer- 
land. 


* 


Walter Strenge, ASC president, las! 
month was elected to Board of Gover- 
nors of Los Angeles Chapter of Academy 
of TV 
Edouart, ASC, and Hal Mohr, ASC. 
were named to Board of Governors of 
the Academy of Motion Picture Arts 
and Sciences to represent the industry’s 
cinematographers. 


Arts and Sciences. Farciot 


Clark Ramsey, ASC, who appeared to- 
gether with a lady friend in a photo in 
this department of our January issue. 
has called attention to our error in re- 
ferring to friend in caption as “Mrs. 
Clark Ramsey.” 
lor. 


Clark’s still a bache- 
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Many a top-flight producer will recognize 


this man 


Many a producer will recognize Frank Mc- 
Geary. They know him because they have 
worked with him. They know he is an outstand- 
ing authority on 16MM film work. Best of all, 
they know Frank McGeary personally directs a 
staff of master craftsmen at Motion Picture 


MOTION PICTURE LABORATORIES, INC. 


1672 Union Avenue « Memphis 4, Tennessee 
Phone BRoadway 5-2323 


She ‘Waster Craftsmanship Your Film 





Laboratories—a staff dedicated to producing 


prints of matchless quality. 


Do you want the very finest prints you can get? 
Do you want your work done as quickly as possi- 
ble? Do you want truly personalized service? 
Motion Picture Laboratories gives you all three. 


Send your film to Motion Picture Laboratories 
by Air—today! 





Deserves 


The One-Stop 


oe rae for the Filming of 
Vavy 3 South P. ole Expedition 
“Operation Deepfreeze 


AURICON PRO-600 
for 16mm Optical Sound - On - Film 




















































“Auricon Pro-600" with Lens 
Blimping Hood, Auto Parallax 
Finder with Magazine, Tripod 










Professional 
Picture Camera with 
Built-in Features 























“Auricon Pro-600" with Critical 
Ground-Glass Focusing, 3-Lens Turret 






* 











“Auricon Pro-600" with Single- 
Lens “C” Mount, Tele-Finder 
Objective, View Finder, Magazine 


Self-blimped for completely quiet stu- 
die operation. The whisper-quiet film 
flow ot The ‘‘Auricon Pro-600° is 
silent proof of precision design. Your 
sound-recording microphone never 
picks up ‘‘Pro-600°" Camera noise! 


600 ft. film Magazines with Auricon- 
Electromatic Take-up for 16 minutes 
of continuous *‘Talking-Picture’’ filming. 


Synthronous Motor Drive for ‘‘Single- 
System’" or ‘‘Double-System"’ Re- 
cording 


Available at added cost is ‘‘Single- 
System’ equipment for Optical Sound- 
Track-On-Film **C-mount™’ Lenses 
Film Magazines, View-Finders, 3-Lens 
Turret, Critical Ground-Glass Focusing 
Lens Sun-Shades. Tele-Finders, etc 


PRICES START AT $1165 


SOLD WITH 30-DAY MONEY-BACK GUARANTEE, 
YOU MUST BE SATISFIED! 


Write for free illustrated ““AURICON PRO-600" literature and prices. 


Under rigorous Antarctica below zero tempera- 
tures, “Operation Deepfreeze,’ cameraman Bill 
Hartigan’s Auricon Pro-600 operated perfectly 
throughout the changing climatic conditions. 
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OUFLE 


ANIMATION & SPECIAL EFFECTS 


CAMERA STAND 
TEL-Animastand 


Installations throughout the world! 
Embodies features of photo en- 
larger, movie camera, micrometer 
and railroad roundhouse. Optical 
effects such as pans, angles, 
zooms quick closeups and every 
variation for trick photography is 
easily produced with TEL-Anima- 
stand. 








A camera fitted to a moveable 
counterbalanced vertical carriage 
photographs the art work. Tak>s 
even the heaviest 16mm or 35m-7 
camera (Acme with stop ' 
motion motor illustrated) | 





All basic movements asso- 
ciated with high priced 
stands are _ incorporated 
Accuracy is assured through 
precise registration of art- 
work. Includes four Veeder 
Root counters which cali- 
brate 18” north/south 
movement, 24” east/west 
travel. and zoom move- 
ments to the Art Table or 
Cel Board 

imaston ith 
Basic uN'T ONLY $2995 TElAnioe olidiag 


cell boord, rototed ot 45° 








Write for illustrated brochure 





with TEL-Animaprint 


Greatest dollar for doliar 
value in the industry! 







The first sensibly priced HOT PRESS 
TITLE MACHINE for high quality 
fast, dry lettering in all colors— 
the answer to economy and pre 
cision accuracy in film titling 
Prints dry from foil for instant 
use. Acme pegs assure perfec! 
registration on paper or acetate 
cells. Will produce titles in any 
language—main titles, sub- 
titles, trailer titles, TV com 
mercials, slide films, shad- 
ow and third dimensiono 
effects, etc. May be applied 
to any kind of art, scenic 
or live action background 
ncluding photographs 


Latest 1958 Electronic TEL-Animaprint 


Type heated at constant rate automatically*, despite changes in room tem 


peratures. Accuracy within + 1° F by Thermistor $495 


*Fenwal'’s Patented Control Unit 
Standard TEL-Animaprint with manual control CARN datieiend wane G435 
Write for illustrated brochure 


Dept. F, 602 WEST 52nd St., NEW YORK 19, N. Y.—Phone: PL 7-0440, Cable: Sosound 
Western Branch: 6331 Hollywood Boulevard, Hollywood 28, Calif.—Phone HO 7-2124 












re] 












ot 45° 


int 
liar 


PRESS 
yality 
ors— 
| pre 
itling 
nstant 
erfect 
cetate 
| ony 
sub- 
com- 
shad 
siona 
plied 
scenic 
ound 


ound 
2124 

















FOR ROCK-STEADY PRINTS | 








0.8. JUNIOR TRIPOD 
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for TOP 
EFFICIENT 
Performance 


it's the famous 


TEL-Amatie Printer 


Vastly Improved 
Over Any Tripod PROFESSIONAL continuous con- 
in Its Class! tact sound and picture printer 
for 16mm films. Designed for 
color, black and white, reversal, 

FOR ALL TYPES OF sound or silent films. TEL-Amatic 
MEDIUM WEIGHT CAMERAS does all with rock-steady profes- 
sional precision. Has outstanding 
features never achieved before 
* For all types of medium weight cameras. in the low cost field. 

* Outside, knurled camera tightening knob with angle gears. 


@Semi-automatic 13 scene mechanical @ Prints over a 40-tooth sprocket for prop- 
* Telescoping, offset tripod handle with second handle position. ; 

light change for frame light change. er registration of neg. and pos. films. 
* Positive pan and tilt locks, with large tightening levers. 

@lLam> holder accommodates CC filters 

¢ One-piece leg-locking knobs for quick adjustments, even tension. 
* Aluminum leg supports with leg rest ledge—aluminum leg bearings. @Three-way aperture for sound, picture ®@ Footage counter and light change card 
* Extra smooth friction head—dguaranteed for 5 years. and composite at main sprocket. indicator included. 


* Seasoned, solid hardwood legs, oil treated & polished—will not stick. 


* Detachable, precision machined friction plate. @ Large capacity of 1200 feet 
: for color printing 
TEL-Amatic Printer complete—ready for bench or table mounting, ONLY $1495 
































ONLY $1 19.50 (Sturdy Fibre Carrying Case $18) TEL-Amatic Printer mounted on heavy floor pedestal ONLY $1650 
Write for brochure showing complete line of tripods & accessories. Write for illustrated brochure. 
: | 
1 
: win EDIOLA SR. 
Unnumbered ACTION VIEWER 
films cause 
4 confusion and AND 
= SOUND READER ji 


The MOY Visible Edge Numbering Machine edge numbers every foot of 
16, 17%, 35mm film and simplifies the task of checking titles and 
footage. Replaces cue marks, perforations, messy crayons, punches, P oO ' Ediclo Sr. Action V shat 
embossing — This first low priced Professional Optical 16mm iola Sr. ion Viewer a 
ee ing—does not mutilate film. Work prints showing special effects, proiects a BIG, CLEAR, AERIAL IMAGE—3” x 4”, no flicker. Film may be 
ades and dissolves require edge numbering to keep count of frames rewound without passing thru viewer. Avoids excess heat on film when still. 


cut or added. Multiple magnetic tracks in CinemaScope stereophonic its roller-smooth action, left to right, is positive insurance against film ay 
j — tant focus— 

recordings mak or damage to film sprocket holes—tension device keeps image in cons 

7 Pe ere © ee. built-in cue marking device—hum-fiee amplification—synchronized with Precision 

Readers on Special Base OR may be separated for individual use. Sturdily 


; : constructed. Designed to view film easily and clearly—for editors, laborato y 
ONLY $2475 —Write for illustrated brochure workers, animators, TV technicians, etc. 

Among recent purchases are: S.0.S. Sr, Action Viewer with Sound reader and Base........ $362.45 
Eastman Kodak Co., Rochester, N.Y. Consolidated Film Labs., Ft. Lee, N.J $.0.S. Ediola Sr. Action Viewer....... soeconascesoonqossconsanesesseooses 139.95 
General Film Labs., Hollywood, Calif. Eagle Labs., Chicago, III S.0 S. Optical Sound SS RPO Bie ee Oreo Beer tere 1£5.00 
Reeves Soundcraft, Springdale, Conn Cinerama Productions, New York 
American Optical (Todd AO), Buffalo Columbia Broadcasting System, N.Y SES. Ge TB asec c cc ccscscnss iaeaniseinninienadebeiatnsacbinniins 49 50 
Telefilm, Inc., Hollywood, Calif Louis de Rochemont, N.Y.C 

Walt Disney Productions, Burbank, Calif. (6 machines) Write for illustrated brochure. 
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“The Department S 


\ ().$. CINEMA CUPPLY CORP. 602 WEST 52nd ST, NEW YORK 19, N.Y 
Phone: Plaza 7-0440 Cable -' SOSOUND 


WESTERN BRANCH — 6331 Hollywood Boulevard, Hollywood 28, California — Telephone: HOllywood 7-2124 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 


“Asterisks indicate commercial and television film productions. 








ALLIED ARTISTS 
@ Fioyp Crossy, ASC, “The Far Wanderer” 


(Lindsley Parsons Prod.) with Barry Sullivan 
and Peter Graves. Harmon Jones, director. 


AMERICAN NATIONAL 


@ Monroe Asxins, “Sea Hunt”* (Ziv-TV) 
with Lloyd Bridges. Various directors; “Tar 


get”* (Ziv-TV) with Adolphe Menjou. Otto 
Lang, director. 

@ Curt Ferrers, “Target™* (Ziv-TV) with 
Adolphe Menjou. Otto Long, director. 

@ Bos Horrman, “Tombstone Territory”* 


(Ziv-TV) with Pat Conway. Various directors. 


CALIFORNIA STUDIOS 


@ Freer Soutrucotrr, “Have Gun Will Tra- 
vel”* (Filmaster Prods.), with Richard 
Boone. Various. directors: “Gunsmoke™* 
(Filmaster Prods.) with James Arness and 


Dennis Weaver. Richard Whorf, director. 

@ Howarp Scuwartz, “Have Gun Will Tra- 
vel”* (Filmaster Prods.) with Richard Boone. 
Lamont Jihnson, director. 


COLUMBIA 


@ Gert Anpersen, ASC, “Shirley Temple's 
Storybook”* (Screen Gems) with Shirley 
Temple. Harry Horner, director. 


@ Kit Carson, “Father Knows Best’’* (Screen 
Gems) with Robert Young and Jane Wyatt. 
Peter Tewksbury, director. 


Frevuticnu, ASC, “Behind Closed 
Doors”* (Screen Gems) Paul Wendkos, di- 
rector: Dennis the Menace”* (pilot; Screen 
Gems) William Russell, director. 


@ Henry 


@ Frep Jackman, “Adventures of Rin-Tin- 
Tin” * (Screen Gems) with Lee Aaker and 
James Brown. Various directors. 


@ Cuartes Lawton, ASC, “Father Knows 
Best™* (Screen Gems) with Robert Young 


and Jane Wyatt. Peter Tewksbury, director: 
“Miss Casey Jones” with Doris Day and Jack 
Lemmon. Richard Quine, producer-director. 


@ Teo Moore, “The Man Inside” (Warwick 
Prods.; shooting in Spain) with Jack Palance 
and Anita Ekberg. John Gilling, director. 


@ Tep Scaire. “The Clock Without a Face” 
(shooting in London) with Jack Hawkins and 
Gia Scala. Andre De Toth, director. 


@ Loturop Wortn, ASC, “Jefferson Drum”™* 


(Screen Gems) with Jeff Richards. Varies 
directors. 


WALT DISNEY 


“Tonka” with Sal 
Lewis R. Foster, 


ASC, 
Parker, 


Grices, 
Fess 


@ LoyaL 
Mineo and 
director. 


@ Winton Hocn, ASC, “Darby O’Gill and 
the Little People” (Walt Disney Prods. for 
Buena Vista) with Albert Sharpe and Janet 
Munro. Robert Stevenson, director. 
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FILMCRAFT STUDIOS 


@ Vinci. Mitten, ASC, “You Bet Your 
Life,” * with Groucho Marx. Robert Dwan, 
director. 


FOX WESTERN AVE. 


@ Lioyp Anern, ASC, “How to Marry a Mil- 
lionaire”*, Various directors. 


@ Frank Repman, ASC, “The Perry Mason 
Show,”* with Raymond Burr, Various direc- 
tors. 


@ Cuarvtes Van Encer, ASC, “Man Without 
a Gun”* with Rex Reason. Various directors. 


GENERAL SERVICE 


@ Neat Becxner. “The Adventures of Ozzie 
& Harriet”* (Stage 5 Prods.) with Ozzie, 
Harriet, David, and Rickey Nelson. Ozzie 
Nelson, director. 


@ Henry Snare, ASC, “Bold Journey”* 
(Advenco Prods.). Leon Barsha, director. 


@ James Van Trees, ASC, “Burns & Allen 
Show,” * (McCadden Prods.) with Gracie 








AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
prised of the leading directors of photog- 
raphy in the Hollywood motion picture 
and TV film studios. Its membership also 
includes cinematographers in foreign lands. 
Membership is by invitation only. 


e 
OFFICERS 


Walter Strenge, President 
Arthur Edeson, Ist Vice-president 
Hal Mohr, 2nd Vice-president 
William Daniels, 3rd Vice-president 
Arthur Miller, Treasurer 
Robert Pittack, Secretary 
Robert de Grasse, Sergeant-at-Arms 


BOARD OF GOVERNORS 


Joseph Biroc, John Boyle, George Folsey, 
Lee Garmes, Milton Krasner, Victor Mil- 
ner, Joseph Ruttenberg, Paul Vogel. 


ALTERNATE BOARD MEMBERS 


Sol Halprin, William Mellor, Harold Ros- 
son, Sol Polito, Philip Tannura, Joseph 
MacDonald, Harry Perry, John Arnold, W. 
Wallace Kelley, Paul Eagler. 











e June, 1958 


Allen and George Burns. Rod Amateau, 


director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,’ * (Laurmac Prods.) with Bob Cum- 
mings and Rosemary De Camp. Bob Cum. 
mings, director. 


INDEPENDENT 


@ Lucien Batiarp, ASC, “Anna _Lucasta” 
(Lengridge Prods. for UA release) with 
Sammy Davis, Jr. and Eartha Kitt. Sidney 
Harmon, producer. 


@ Fioyp Crossy, ASC, “Prehistoric World” 
(American Int'l Pictures) with Robert 
Vaughan and Darah Marshal. Roger Corman, 
producer-director. 


@ Maury Gertsman, ASC, “Timbuktu” (Im- 
perial Picts. for UA release) with Victor 
Mature and Yvonne De Carlo. Jacques Tour- 
neur, director. 


/ 
; 


@ Cart Guturie, ASC “The Bat Masterson 
Story” (CinemaScope; color; The Mirisch 
Co.) with Joel MeCrea. Joseph Newman, 
director. 

@ Sam Leavirr, ASC “Pork Chop Hill” 


UA release) with Gregory 
Lewis Milestone, 


(Melville Prods.” 
Peck and Harry Guardino. 
director. 


@ Lionet Linpon, ASC, “I want to Live” 
(Figaro, Inc. for U.A. release) with Susan 
Hayward and Philip Coolidge. Robert Wise, 
director. 


@ Jack Marra. “The Earth VS. the Spider” 
(Santa Rosa Prods. for American-Interna- 
tional) with June Kenny and Gene Persson. 
Bert I. Gordon, director. 


@ MerepitH NICHOLSON, “Frankenstein's 
Daughter” (Layton Films: Astor release) 
with Sandra Knight and Robert Dix. Richard 
E. Cunha, director. 


Nicko.taus, Jr. “Creature from 
Galaxy 27° (Roger Corman Prod. for Ameri- 
can-International) with Michael Emmet and 
Angela Greene. Bernard Kowalski, director. 


@ Joun 


KEYWEST STUDIOS 


@ Water Srrence, ASC, “This is the Life”* 


(Family Films). William Claxton, director. 
LA BREA PRODUCTIONS 
@ Hat McAtprn. Chesterfield commercial* 


Hank Ludwin, director: Vaseline commerical* 
and Hughes Aircraft industrial short* Jack 
Fenimore. director. 


LINKLETTER PLAYHOUSE 


@ Avan Srensvotp, ASC, “People Are Fun- 
ny”* with Art Linkletter. Irv Atkins, direc- 
tor. 


METRO-GOLDWYN-MAYER 
@ Lucien Anpriot, ASC, “Silent Service” * 
(Calif. National Prods.). Jean Yarbrough, 


and Sobey Martin, directors. 


@ Rosert Bronner, ASC, “Party Girl” with 
Robert Taylor and Cyd Charisse. Nicholas 
Ray, director. 


@ WiiuiaAm Daniets, ASC, “Cat on a Hot Tin 
Roof” (Avon Pords.) with Elizabeth Taylor, 
Paul Newman and Burl Ives. Richard Brooks, 
director. 

(Continued on Page 360) 
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A HELPING HAND 














No man on earth knows all there is to 
know about making films. That’s why 
a sO many top producers, directors, 
“ cameramen, film editors, sound and 
lighting technicians come to CEco for 
advice as well as equipment. 


Our own storehouse of information is 
the product of many minds and years 
of experience. You tell us what you 
want to do and we'll figure out how 
you can best do it—within your budget. 
We will match our know-how with 
your creative talent and the marriage is 
sure to produce a film to do you proud. 


Come in and see for yourself. In one 
department you may see an Academy Award 
winner investigating our new Scanoscope 
Anamorphic system. In another a sound 

man is being briefed on the wonders 
of the Magnasync Mark IX system. 
In still another a bright young 
independent is finding out how to go 
ahead with a 20-second spot. 
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Maurer 16mm Camera 4 professional camera with features that cameramen dream about. 
High-powered direct view focus; largest erect-view viewfinder ever made; controls and indicators con- 
veniently placed; clear glass reticle permits greater magnification. Incorporates a revolutionary inter- 
mittent movement that produces perfect registration. Also available are the MAURER 16mm Sound 
Recording System and the MAURER Film Phonograph. 


Mole-Richardson “Midget"’ 
50 to 200 Watt Incandescent Spot 


Mole-Richardson Mole-Richardson 
“Brute" 225 Ampere Lighting Equipment 


oe The most complete line of 
specialized lighting equipment 
on the market. Other models 
than shown include 750, 2000, 
5000, and 10,000 Watt Spots 
and Remote Switches. All are 
rugged, dependable, and 
recognized as standard in 
Hollywood Studios. 


SALES + SERVICE - RENTALS 


FRANK C. ZUCKER 


(; AMERA CQUIPMENT (O..INC. 


315 West 43rd St., New York 36,N.Y. ©@ JUdson 6-1420 











No man alive can know all 
there is to know about 
making good films. That's 
why CECO maintains a staff 
of experts —- on cameras, 
lenses, recording equipment, 
lights, generators and 
editing machines. Their 
meluleliar-1o Me aalohaal-telel-mrelale 
experience is at your 


disposal — always. 


* CECO trademark of 
Camera Equipment CO mpany 


Magnasync Magnaphonic Recorder 
Model X-400 Type E-15 















A one case, self-contained, magnetic film re- 
corder with direct coupled, high resistance 
torque take-up motor. Features built-in footage 
counter, play back amplifier and speaker, and 
1200 ft. film capacity. Meets SMPTE standards. 










Bell & Howell Professional 
Portable Splicer 


Has thermostatically controlled heat- 
ing elements. Retractable pilot pins 
permit quick change from one film 
size to another. 100-120 volt opera- 
tion, lightweight, rugged. 


Bell & Howell Automatic 


Film Splicer 


Features heating ele- 
ments for quick splic- 
ing. Clamping and 
cutting of film con- 
trolled by foot pedals. 
110 or 220 volt opera- 
tion (specify). 












Write for additional color folders 
of new equipment... 


Pye “Transhailier" 
Transistorized Megaphone 


One of the lightest 
electronic megaphones 
ever produced. Has a 
germanium transistor 
amplifier. Powered by 
standard flashlight 
batteries. Weighs only 
5 lbs. with batteries. 
15%” long. 



































JEFRONA All-Purpose Film Cement 


and GTC-S9 Lens Cleaner 


Jefrona all-purpose cement holds film 
splices firmly because of its greater ad- 
hesive qualities. Prevents costly breaks. 

GTC-59 Lens Cleaner cleans and de- 
greases in one application. Leaves super 
smooth water and dust repellent surface. 
Smear-proof, anti-static. 





Ace “Cilear-Vision" Splicer 


Push button cutting. 100% non-mag- 
netic. Needs no cement or heat. Uses 
Mylar splicing tape. Makes strong 
butt or lap, straight or diagonal 
splices. Has clear plastic top; adjust- 
able, receding film pins. 





Filmiine Model R-90 Processor 


A 16mm Reversal & Negative-Positive processor 


with completely controlled processing. Has ex- 
clusive “Temp-Guard” system; no floating eleva- 
tors. Allows speeds to 90 ft. per minute without 


worry about film breaks. 


FRANK C. ZUCKER 


—_eee a a ment /7 
(+ AIMERA COUIPMENT (O..! 


315 West 43rd St., New York 36, N. Y. 


— 


@ JUdson 6-1420 





























TECHN I 


CAL 


QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 








Q UESTIONS relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—Ed. 





I have a Bolex H-16 camera. What 
is the shutter opening, and what 
exposure does it give?——-G.W., Hawaii. 


Answer: The Bolex camera shutter open- 
ing is 190 degrees. The exposure rate, of 
course, depends upon the camera speed. 
At 16 frames per second, the exposure 
per frame is 1/30th of a second. At 24 
frames per second, it is 1/46th of a sec- 
ond.—Walter Strenge, A.S.C. 


On the MGM production, “Some- 
body Up There Likes Me,” will you 
please give the following information: 

1) What types of negative stock were 
used ? 

2) On what positive stock were the re- 
lease prints made? 

3) What lens-stop-meter-reading com- 
bination was adopted on interior illumi- 
nation? 

4) What was the general set color of 
the interiors? 

5) What filter was mostly used for the 
exterior work? 

6) What correction makeup was ap- 
plied on the men and women? 


Answer: 1) Plus-X and Tri-X. 2) East- 
man positive stock. 3) Plus-X: 250 foot 
candles, £/4 to £/4.5; Tri-X: 250 foot 
candles, {/5.6. 4) Gray-Green. 5) Aero- 
2 filter. 6) The makeup was compound- 
ed specially by MGM’s makeup depart- 
ment.—Joseph Ruttenberg, ASC, Direc- 
tor of Photography of “Somebody Up 
There Likes Me.” 


Vertical objects appear to shimmy in 
my pictures photographed in panning 
action or when such objects pass in front 
of my camera, which is a 16mm maga- 
zine-load Bell & Howell with a shutter 
speed of 1/40th of a second. I cannot re- 
duce the shutter speed, and I believe that 
pan slow enough and smoothly, as I 
use a Miller hydraulic head. 
Can | minimize the shimmy results by 


shooting at 18 frames per second and 





projecting at 16? What else can be done? | 


—S.R., Los Angeles, Calif. 


Answer: Projecting your pictures at | 
slower or faster speeds than they were | 


photographed will not remedy your 
trouble, because the “shimmy” or strobe 
effect, as we prefer to call it, is origi- 
nally photographed as such and chang- 
ing the speed of projection merely 
speeds up or slows down the effect. 
When photographing scenery or sta- 


tionary objects, panning speed must be | 
reduced when you change from extreme | 


wide-angle lenses to those of longer focal 


length—reduce the speed in proportion | 


to the increase in focal length and vice 
versa. When panning on moving objects 
such as people, cars, speedboats, trains, 
etc., no strobe effect will result if you 
“stay with them”—that is, pan along so 


you always keep your subject centered | 
in the frame. However, at certain speeds | 


and distances the background will strobe. 
It may be helpful to shoot a test with 


each of your lenses on a scenic vista at | 


normal camera speed—starting with a 
slow pan and gradually speeding it up. 
Project the test at normal projection 


speed and note at what point the strobe | 


or “shimmy” effect begins. Then be gov- 
erned accordingly in shooting in the fu- 
ture.—Ray Foster, A.S.C. 


Having not yet seen results, under 


knowable comparative conditions, of | 


16mm color release print quality ob- 
tained with the new 16mm negative-posi- 
tive procedure, in direct comparison with 
the former optimum “first generation” 
printing (i.e., direct from 16mm Koda- 
chrome original to reversal dupe stock) 
I must make a choice for a TV color 
series between these two lab printing pro- 
cedures. 

For other good reasons, filming will be 
confined for the time being to original 
on Type A Kodachrome. I am told that 
the intermediate negative-positive step 
affords much more latitude for print con- 
trol and a “clearer” or otherwise opti- 
mum release print. In your opinion 
which procedure gives optimum print as 
regards sharpness, color, and _ contrast 
control ?—R.B.R., Laguna Beach, Calif. 


Answer: Although this may be a contro- 
versial point, my experience in the two 
(Continued on Page 356) 
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We lost one account 


in the past year 


ze June, 1958 ® 355 





We gained 132 accounts in the past year 


(Be glad to show you why.) 


RCA & Westrex Sound Recording 


Editing 


Processing 


* Printing, Color and 
Black-and-White 


Magnetic Laminating 


CAPITAL 


FILM LABORATORIES, INC. 


1905 Fairview Ave., N. E., 
Washington 2, D.C. 
LAwrence 6-4634 


AMERICAN CINEMATOGRAPHER & June, 1958 


| 
| 
} 
} 
| 
| 
| 


QUESTIONS & ANSWERS 


(Continued from Page 355) 


mediums discussed leads me to believe 
that use of 7270 internegative from a 
Kodachrome original and a subsequent 
print on 7382 stock offers a number of 
advantages. Even though this process re- 
quires an extra step for the making of 
the internegative, the result has been 
that a truer rendition of the colors pho- 
tographed on the original Kodachrome 
is obtained and it is then possible to 
place these colors on a positive print 
with a better degree of rendition than a 
direct reversal print. 

There is a slight apparent loss of 
sharpness when compared on a projector 
screen. This difference was not notice- 
able on closed-circuit demonstrations | 
have seen. During the same demonstra- 
tions, it was agreed that it was possible 
to control the colors on the 7382 print 
for television and obtain what was want- 
ed, whereas this was not necessarily so 
with the reversal print. Also, the con- 
trast of the 7382 print appeared better 
suited for the system on which we were 
viewing the film. 

The experimentation which resulted 
in the above opinion was done with the 
cooperation of one of the large TV net- 
works. The same results would be ob- 
tainable if the same care is taken to cor- 
relate the system to the film used.—Ted 
Fogelman, A.S.C. Associate. 


As a camera lens, even at its widest 

aperture has a certain amount of 
depth of field, why is it that a projector 
lens—even one of the same focal length 
—must be critically focused to obtain a 
sharp image on the screen? The only 
reason I can think of is that the pro- 
jector lens and screen, in effect, com- 
prise a huge camera having a negative 
comparable in size to the screen. Am I 
right or wrong?—R. S. DeC., Dayton, 
Ohio. 


Answer: In a camera, the film is held 
stationary in the aperture during the 
interval the shutter is open. With a pro- 
jector, this is not the case, Curl of the 
image, during projection, therefore de- 
termines the best average setting of the 
lens for focus. For this reason, it is im- 
practical to claibrate projection lenses. 
The best setting of the projection 
lens will vary for color, black-and-white, 
lamp adjustment, number of times the 
film has been projected, humidity, etc. 
The optics of the two systems can be 
compared only as a first approximation, 
based on the false assumption that the 
image lies in a flat plane during projec- 
tion.—Stanley Horsley, A.S.C. 
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THE FINEST IN FILM EQUIPMENT FROM BIRNS & SAWYER 





ARRIFLEX “16” MAGNASYNC. 


Rugged, versatile 16mm Arri Finest, most dependable sound record- 
D. with reflex viewing, divergent ers—for all producers, for all budgets. 
of turret, registration pin, vari- Unit shown is all-new X400-15, single- 


case top quality system with playback 
monitor amplifier, loudspeaker, in com- 
pact package. Write for new catalog, 

1958 rental list. 


able motor, is most desired 
camera today. In stock. 
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(Arri 16s and 35s, blimps, lenses 
rented by day, week or month) 


wm 91625 
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)= tting Equipment Lights Sound Readers ameras P P F f Th a: 
7 
| | 
; 
Acknowledged leader in 
| animation stands and 
. ; equipment Oxberry chose 
’ Birns & Sawyer to distrib- 
, ute new professional 
‘ stand in West. Unit at left, 
, [ complete with compound Packaged, suitcase lighting 
5 for quick set-ups, high watt- 
; only 3950 age, easy transport. Save 
) time, effort and money with 
i jae ColorTran equipment. Get 
1 - our price and rental quotes. 
. i 
| from $36.75 
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3825 Bryan Stre 






In the Southwest see: Birns & Sawyer et, Dallas, Tex 
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OUR EXPERIENCE IS YOUR KEY TO 
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ARRIFLEX 


16mm and 35mm _ cameras in 


CAMART DUAL SOUND READER stock for immediate delivery. 


| 
| @ Edit single and double system 16mm or 35mm optical Arriflex 16mm and 35mm sound- 
} 





GARNELITES 


Portable high intensity lighting 
units for black-and-white or color. 
Made famous in Hollywood. Each 
light is controlled individually 
from the converter 


sound proof blimp available. 400’ mag 


@ Edit single system Magnastripe or double system mag- azines. Synchronous motors. New 
netic sound & used cameras. 
@ Operates from left to right and right to left 


@ Magnetic or Optical Model $195.00. 












‘SOUND | SCENE | TAKE CAMART 


TV MIKE BOOM 


Improved model with new 
internal noiseless mechan- 
ism for directional mike 
control. Sturdy construction 
of lightweight alloys for 
maximum strength and 
peak efficiency. For use in 
studio or on location. | 


$297.50 





DATE | 
CAMART SLATE AND 
CLAPSTICK 


Large professional size for sound 
productions. Contains space for all 


ETT Te ey 


CAMART OPTICAL FX UNIT 


For motion picture & TV cameras, Reproduces 
essential information Originally multiple images in rotation, Many varied 


sold for $11.75. Now only $4.75 trick effects on a tun of o $4 19,75 


plus postage crank .... ia ; 





CAMART 
CAR TOP CLAMPS 


Insure a sturdy tripod sup- 
port for your newsreel 


@ Rectangular construc- camera, still or in motion 
atop station wagon or car 


NEW DESIGN 
FILM BIN WITH RACK 


ECCO FILM CLEANER 














ECCO No. 1500 Speedroll Ap- 
plicator and Cleaning Fluid. An 
efficient time-saving method for 


cleaning films. $29.50. 

Ecco #1500 Cleaning Fluid, per 
gal., $9.60. 

Ecco #2000 Negative Cleaning 


Fluid, $6.50 per gallon. 


ON THE WEST COAST CAMART PRODUCTS ARE AVAILABLE FROM BIRNS & SAWYER, 








tion measures 30 x 30 
nz. 

@ Fits easily into corners. 

@ Easy to view strips of 
film. 

@ Hard vulcanized fibre 
with reinforced metal 
frame. 


@ Complete bin-rack and 
linen washable bag 


$45.25 





INC., 


platform. Heavy bronze, 
weatherproof. Set of three, 


$28.00 











LOS ANGELES 


1845 BROADWAY (at 


60th St.) 


NEW 


YORK 23 - Plaza 7-6977 «© Cable 























What color is black? 


Black, in tripack emulsions, is a combination of all colors. 

And under situations where the light is bad anc: shoot- 
ing conditions difficult, the richness of the black con- 
tributes materially to overall image quality. That’s why 
so many cinematographers znstst on Super Anscochrome 
16mm film for all assignments where quality is needed 
under tough conditions. 

Super Anscochrome Daylight (Type 225) with an ex- 
posure index of 100, is the ultimate accomplishment in 
color film design. 

Superior curve conformity of the three emulsion la 
results in brilliant reds, vivid greens and yellows, and 
rich blues. Better contrast throughout the entire image 
with velvety blacks make colors “‘pop” and impart a true 


richness that has never before been equalled. And, of 
course, Super Anscochrome’s speed, fastest in the world, 
is insurance against any and all conditions on location. 

Test Super Anscochrome, and learn about a really fine 
color film. Ansco, Binghamton, N. Y. A Division of 
General Aniline and Film Corp. 


Ansco 


Super Anscochrome 16mm 









REEVES 


10 East 52nd St., 


CONTACT ON LOCATION! 


COMPLETE CONTACT 
TO EVERY PRODUCTION POINT 


Wherever you choose to place your cameras or your boom, your 
director's chair is no further than a Centrum Intercom System. 


Centrum is ideally suited for location film work. It's transistorized 
and requires no electrical connections. The gain control is adjust- 
able on Master and Remote to suit the location noise level. Easily 
wired together from point-to-point, the Centrum is so efficient that 
it functions over long distances. A small 9 volt battery will power 


he system for a year. 


if not fully satisfied 





You simply press a button and you have immediate contact to any 
point. The reply comes back just as quickly. Valuable time is saved 
and every move is effectively plotted. 


The T-4A Centrum Intercom System consists of one master station, 
one sub-station and 60 feet of cable. Order one today at the 
special professional price of $79.95. 


Send check or money order, Postage prepaid. Returnable in 10 days 


EQUIPMENT CORP. 


New York 22, New York 






































































PRECISION 


For an illustrated catalogue of 
our complete line of animation 
equipment, write: 


BOWLDS ENGINEERING 
1507 North Kingsley Drive, Los Angeles 27, California 







makers of the famous 
Bowlds Animation Stand 
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| PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 350) 
METRO-GOLDWYN-MAYER 


@ Georce Fortsey, ASC, “Torpedo Run” with 
Glenn Ford, Ernest Borgnine and Dean Jones, 
Joseph Pevney, director. 


@ Harotp Marzorati, ASC, “The End of 
the World” (Sol Siegel-Har Bel Prod.) with 
Harry Belafonte, Inger Stevens and Mel 
Ferrer. Ronald MacDougall, director. 

@ HarKNess SMITH, ° 
with Keith Larsen. 


“Northwest Passage” 
Allen Crosland, director. 


@ Wituiam Spencer, Jr,, “The Thin Man”* 
with Peter Lawford and Phyllis Kirk; Wil- 
am Asher. director; Langendorf, Proctor & 
Gamble and Kroft beer commercials. Robert 
Casey, director. 


@ Witiiam Spencer, Jr. “Andy Hardy Comes 
Home” (Fryman Ent.) with Mickey Rooney 
and Fay Holden. Howard W. Koch, director. 


@ Rosert Surtees, ASC, “Ben-Hur” ( Metro- 
color; camera 65; shooting in Italy) with 
Charlton Heston and Jack Hawkins. William 


| Wyler, director. 


MOTION PICTURE CENTER 


Real McCoys” * 
Hy Averback, 


@ Cuartes Burke, “The 
(Brennan Westgate Prods.). 
director. 


@ Henry Cronyacer, “Whirlybirds”* (Desilu 
Prods.) with Kenneth Tobey and Craig Hill. 


Various directors. 


@ Rosert peGrasse, ASC, “Tin Pan Alley”* 
(Pilot; Desilu Prods.) Jerry Thorpe, director: 
“Danny Thomas commercial* Alan Lee, di- 
rector. 


@ Epwin Hammeras, “Lucille Ball & Desi 
Arnaz Show”* (Desilu Prods.) with Lucille 
Ball & Desi Arnaz. Jerry Thorpe, director. 


@ Nick Musuraca, ASC, "The Line Up”* 
(Desilu Prods.) with Warner Anderson and 
Tom Tully. Various directors. 


@ Joe Novak, ASC, “The Walter Winchell 
File’* (Desilu Prods.) with Walter Winchell. 
Alvin Ganzer, director. 


@ Rosert Pittacx, ASC, “The Californians”* 
(Desilu Prods.) with Richard Coogan. Byron 
Haskin, director. 


PARAMOUNT 
@ Hasxett Boccs, “I Married A Monster 
From Outer Space” with Tom Tryon and 
Gloria Talbott. Gene Fowler, Jr. 
@ Epwarp Firzceratp, ASC, “The Party 
Crashers” with Connie Stevens and Onslow 


Stevens. Bernard Girard, director. 


ie Cuartes Lance, ASC, “Showdown at Gun 
| Hill” (VistaVision) with Kirk Douglas and 


Anthony Quinn, John Sturges, director. 


@ Aino Tontt, “The Tempest” (deLaurentis- 
Prod: Technirama-Technicolor; shooting in 
Rome) with Van Heflin, Geoffrey Horne and 
Silvana Magano. Alberto Lattuada, director. 


PARAMOUNT SUNSET 
@ Jack MacKenzie, ASC, “State Troopers”* 
(Revue Prods.) with Rod Cameron. Various 
directors 
(Continued on Page 391) 
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Unconditionally Guaranteed for Top Satisfactory Performance 4 ry COLLAPSIBLE . \ 
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ANIMATION MOTORS 


for Cine Special * Maurer 
Arriflex * Mitchell 


For motion picture and TV 
cameras. Sturdy cast alu- 
minum, For standard or 
baby tripods. Additional 
baby tripod point holders 
to control spread of tripod 
legs. Adjustable spring 
seat. Extra wide rubber 
wheels. Bronze tie down 
clamps and other features, 













Synchronous motor unit, 115V, single 
phase, 50/60 cycle. Available in 60 or 
100 frames per minute units. 


Time Lapse Equipment available 





for Cine Special 1 ond 11, $455 










For studio or location. Folds into y 
one compact unit. Can be used : 
with professional or semi-profes- 
sional tripods. 


$325 
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Nothiug™ SYNCHROMASTER 
Lihe / SYNCHRONIZER 
St. 


The Versatile CRAB HYDROLLY 


Features many new advantages found in no other 
dolly. Manevuverable to ALL angles with instant 
ease. Variable up and down control. Dual wheel 
steering for crab and conventional back steering. 
Noiseless operation. Its versatility 

permits unusual dramatic shots 

and reduces costly set-up time. Any combination of 
lémm and/or 35mm 
sprockets assembled to 
specification. 





For Maurer Camera, $485 








, Variable Speed Motors 
| with Tachometer 
| 







for Cine Special and Maurer Cameras 

























Cast aluminum. Foot linear type, adjustable frame 
dial. Fast finger roller release. Contact rollers adjust- 
ed individually for positive film contact. Sprocket 
shaft slip lock, footage counter, etc. 





























HYDROLLY’ 


TV OR 
CAMERA DOLLY 















MATTE BOX & SUNSHADE 


FITS ALL 16mm 
PROFESSIONAL AND 
SEMI-PROFESSIONAL 
CAMERAS 















Instant moveability — 
sweamlined, lightweight, 
exceptionally sturdy. Noth- 
ing to get out of order. Swivel seat, Adjustable leveling head. Seat for 
Many new advantages for assistant. In-line wheels for track use. Steering 
easy operation. Hydraulic wheel, rigid floor locks. Hand pump or combi- 
lift type for fast upward nation hand and motor pump. Easily transport- 
and downward motion. 


















The latest in matte boxes, embodying many 
new advantages! Takes all accessories such 
as gauze holders, diffusion filters, effect 
filters, etc. For use with 2” and 3” square Takes all lenses 15mm to 152mm. 

glass or gelatin filters. Fibre filter holders Rubber back caps avoid back flare, 
supplied. Beautifully constructed of durable nen tens is smaller than back opening. 
aluminum castings with dural front rods. 


Optical black interior. ONLY $44.95 


HOWAL CINE EUUIPMIENT, tn, 





Base fits all cameras and has large 
and small tripod threads. 











West Coast Sales: 
BIRNS & SAWYER, Los Angeles, Calif. WEST 48th STREET, NEW -YORK 36, WN Y Circle 6-0348 | 
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WITH ONE EYE on the weather and the other on action before his 
camera, Nick Musuraca, ASC, (left) maintains fast pace shooting 
location exteriors in San Francisco for ‘The Lineup."’ 


FY. THOUGH HE has been photographing “The Lineup” 

series of TV films for the past four years, cinematogra- 

pher Nick Musuraca, A.S.C., has no intention of abandon- 

ing cinematography for a detective’s career. “Scheming up 

1d ways to get the shots we need in spite of the erratic weather 

encountered,” he says, “is just as challenging as any crime 

case tossed in the laps of the San Francisco detectives, whose 

real life adventures “The Lineup’ delineates.” One has only 

to view a “Lineup” story on television to appreciate this 
statement. 

Nick Musuraca is credited with having shot more location 


UN-BLIMPED MITCHEL “‘NC"’ camera is always used for “Lineup” 
location shooting to facilitate quick breakdown and moving. 
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Rain, Fog Nor Wind 
Ever Slows Location 












Shooting For The Lineup’ 


Keeping exposure uniform despite 
ever-changing weather and light 


conditions is biggest problem. 


By CLIFFORD G, HARRINGTON 


footage in the city of San Francisco than any other Holly- 
wood cameraman. Yet on a recent day off in that city, he 
almost lost his way. This is not surprising when you con- 
sider that, in shooting exteriors for the “Lineup” series, he 
has little time to concentrate on anything but the photo- 
graphic problems at hand. So absorbed does he get in his 
work, that often he is unaware of the name of the street on 
which the company is working; a company car takes him 
to and from location daily. 

“The Lineup” is one of the few Hollywood-produced TV 
shows in which the greater part of the action is filmed away 


MUSURACA (right, f.g.) works closely with his operator Fred Bently in 
lining up shot of players Tom Tully and Warner Anderson. 


























from Hollywood. During a typical day’s 
shooting. Musuraca and his crew may 
photograph portions of four different 
shows in as many locations. The com- 
pany works six days a week while in San 
Francisco, until all location shots for 
eight half-hour TV shows have been 
completed, which usually requires about 
eleven days. The company then returns 
to the Desilu Studio in Hollywood te 
photograph the required interiors for 
the shows. This procedure continues un- 
til the thirty-five films in the year’s 
series have been completed. 

Because of the tight schedule which 
the “Lineup” company follows, action 
often must be filmed in fog, rain, and 
sometimes in heavy wind. Once, it rain- 
ed continuously for a week. On one of 
these days the company had to go out 
and shoot a sequence that called for a 
number of low-angle shots, with the 
Mitchell camera mounted either on a 
baby tripod or a hi-hat. Raincoats offer- 
ed little or no protection and at the end 

the day, every man was soaked te 
the skin. But the results were worth it: 
the rain and overcast lent a unique pic- 
toria! touch to the whole sequence and 
enhanced the sinister mood of the action. 

Indeed San Francisco’s famous fog 
often plays an important, if not unexpec- 
ted part, in many of “The Lineup” films. 
One day when Musuraca was set up for 
an important dolly shot, fog suddenly 
swirled in from the bay and obliterated 
the area. Later it seemed to lift, then 
close down again. Then the fog began to 
move in patches. Musuraca sensed an 
unusual pictorial opportunity in this and 
suggested the company start shooting at 
once. The action involved a girl who was 
about to be shot, and who was attempt- 
ing to elude her assailant. The suspense 
was heightened by having the girl move 
in and out of the vagrant fog banks, and 
Musuraca achieved an unique photo- 
graphic result that would have been dif- 
ficult as well as expensive to create arti- 
ficially at the studio. 

There have been times when the wea- 
ther and light have changed so erratic- 
ally during a single day that Musuraca 
has had to resort to every trick in the 
book in order to make his takes match 
for lighting. Like the time an automobile 
that figured prominently in one sequence 
was driven from rain to sunshine and 
back to rain again. Expert use of filters 
and camera angles were employed so 
these variations would hardly be noticed 
on the TV screen. 

Recently, Musuraca and his crew were 
filming a sequence at a restaurant on the 


Great Highway, which runs along the | 


coast beginning at the Fleishacker Zoo. 
Minutes after the last shot was made. 
the company moved to the Zoo and be- 
gan shooting scenes for another episode 
in the series. 


(Continued on Page 378) 











HOUSTON FEARLESS 


CoLOR 


LABMASTER 


Film processor for Ektachrome 7255 
and Anscochrome 





Efficient, fully-automatic processing of 16mm Ektachrome 
7255 or 16mm* Anscochrome reversal color films is accom- 
plished with the new Houston Fearless Color Labmaster. 
Ease of operation is provided by the many automatic fea- 
tures. The Color Labmaster is a fine, precision-built machine, 
yet low in price ...a result of Houston Fearless’ 30 years of 
leadership in the manufacture of film processing equipment. 


¢ Speed variable up to 30f.p.m. —¢ Accurate solution tempera- 
ture controls. 


¢ Double-headed rubber wipers. 
e Air squeegee. 

¢ Adjustable lifter rods. 

e Filtered-air heat in dry box. 

¢ Extra film magazines. 

¢ Direct reading thermometers. 


¢ Daylight operating. Dark 
room model available. 
e All tanks stainless steel. 


¢ Variable clutch-drive film 
transport prevents film 
breakage. 


e All running-water washes. 


°16/35mm model also available 


; HOUSTON FEARLESS CORPORATION 


Send catalog and prices on: 


HOUSTON 
. FEARLESS 






o 


heads. ( ) Tripods. ( ) Dollies. ( ) Pedestals. 





11805 W. Olympic Blvd., Los Angeles 64, California 


( ) Color Labmaster processors. ( ) B & W processors. 
() Printers. ( ) Camera heads. ( ) Remote contro! 





Firm. 





Address. 
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come one of Hollywood’s top-flight di- 
rectors of photography, winning Acad. 
emy Awards on three occasions for his 
photographic achievements. 

The same classroom—the motion pic. 
ture theatre—in which this professional 
learned some of the most important 


Light subdued on 


upper wall areas 


Separation effect "Fy a no ae techniques of cinematography, is avail- 
of becklighting = an yan > he able to every aspiring motion picture 
’ cameraman, There are many good text- 

books available on the subject — and 


they are important—but studying cine- 
matography on the screen can do more 
for the student than any written treatise 
because it shows examples of established 
cinematographic technique which, when 
properly analyzed, both inspire and ed- 
ucate the student. 

By learning how to observe the the- 
atrical film with an analytical eye and 
to probe the techniques that were em- 
ployed in its making, the student cine- 
matographer can pick up many fine 
points on lighting, camera angles, scene 
composition, camera and subject move- 
ment, and general production tech. 
niques. The extent of one’s learning, of 
course, lies not in merely observing 
what is on the screen so much as ques- 
tioning and attempting to analyze why 
certain techniques were employed, and 
to ask: “Why was the action thus com- 
posed, lighted and photographed?” In 





| itec erreCé OR RESULTS of the various motion picture lighting techniques is better understood time. the student-obeerver will learn to 
when observed on the theatre screen. In above scene from “The Wrong Man,"’ photographed : - : 
| by Robert Burks, ASC, the part played by the No. 1 key light is plainly visible while the sep- think like a professional and be able to 
aration or modeling effect achieved by backlighting can be seen in the rim light playing on solve any photographic problem of his 
the backs and heads of the three men at left. Also pointed out is manner in which upper wall own with good cinematic logic. 
area at rear is subdued for improved pictorial effect. Because. i eneeh conse meee obi. 


time and lighting craftsmanship must 
be employed in lighting and _photo- 





Theatre Screen Your Best Textbook 
If You Want To Learn Lighting 


All the professional’s techniques are there for 


the student to see, study and analyze. 


By JOSEPH V. MASCELLI 





er OF THE INDUSTRY'S most notable to the theatre and observing the way he 
cinematographers credits the mo-_ shot his pictures. I learned how he lit 
tion picture screen for much of his early his interiors by carefully noting the di- CUNALORIS, mounted befere lamp fenper self 
instruction in motion picture photog- rection of light sources and the way the breaks up intensity and flatness of light falling on 
raphy. “At the time,” he says, “I was shadows fell. Then I would try to apply players in doorway and on area adjacent to them. 
| particularly impressed with the work of the same methods in my own work and 2 Pa sod page gece oo 
/ ; . . . . ” © create a su e rn 
' Hollywood's then leading cinematogra- where possible to improve upon them. tov in background. ands from “Baby Doll,” 
: pher. I studied his technique by going Eventually this man went on to be- photographed by Boris Kaufman, ASC. 
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graphing a black-and-white production 
than one in color, black-and-white films 
afford the student more observable il- 
lustrations of camera and lighting tech- 
niques. This is because with color films 

except very high-budgeted feature 
productions—lighting plays a less-dom- 
inant part in modeling, separation, etc., 
because these factors already exist in 
the scene to a great extent by virtue of 
the natural contrast that exists between 
colors. In black-and-white photography, 
black and white must be broken up into 
gradations of each to create a range of 
halftones, shadows and highlights, These 
are some of the important things to look 
for, then, when studying cinematogra- 
phy on the theatre screen. 

One thing to remember is that nearly 
all of Hollywood’s veteran cinematogra- 
phers learned their art shooting in 
black-and-white. Many motion picture 
photographers whose experience began 
with shooting color—such as a great 
many of the men presently in 16mm 
film production, for example, and who 
now are doing most of their work with 
Kodachrome, Ektachrome, Ansco- 
chrome or Eastman Color—have a great 
deal yet to learn about lighting for cine- 
matography, because — straightforward 
color photography (with its inherently 
natural color contrasts) is entirely ade- 
quate for the type of films they are en- 
gaged to photograph. 

Unfortunately, when studying the 
photography of a picture on a theatre 
screen, there is no way of telling what 
particular set lighting units were used 
for illumination and various lighting ef- 
fects. It is sufficient, however, to observe 
from what direction the lighting comes 

the key light, back light, fill light, 
etc. When you observe this and care- 
fully catalog the information in your 
mind for possible use of your own, you 
can employ your own best judgment as 
to the lighting units to use when trying 
for the same effect in your own pictures 

-just as did the Academy-award win- 
ner cited earlier. 

It would be impractical for anyone 
to attempt to set down as a text book, 
explicit instructions as to exactly the 
types and numbers of units to use to 
light a set, nor when and how to use 
diffusers, scrims, gelatins, gobos and 
other set lighting accessories, because 
each set-lighting problem is different— 
even with the simplest, low-budget pro- 
duction. 

The important thing is to learn all 
you can about the various types of set- 
lighting units—their coverage, typical 
use, power, and—for color photography 
their color temperature. With this 
knowledge, your imagination and ingen- 
uity will enable you to do the rest. Re- 
member how the effect you desire 
looked on the screen when achieved by 


one of the professionals, then try to 
copy it. And perhaps improve on it. 

One of the things to be observed on 
the screen is the way the professional 
always lights his interiors so they ap- 
pear to be illuminated naturally by the 
“source light” — i.e., daylight coming 
through windows, light from an over- 
head chandelier or a table lamp or wall 
bracket, etc, To achieve this illusion, 
the set-lighting units must be carefully 
placed to produce light of comparable 
intensity and direction. One deviates 
from this procedure only when some 
special lighting effect is desired to en- 
hance the mood of the story or some 
particular sequence, or to point up some 
dramatic action. 

By observing how the shadows fall in 
a scene, one can determine the approxi- 
mate angle and position of the key light 
that was used. An interesting observa- 
tion, also, is how seldom strong front 
lighting is used today; most of the light 
comes from overhead, from the side or 
from the rear—as dictated by the aim 
for source light illusion. 

An important technique in most all 
cinematography where persons appear 
in the scenes is the use of back-cross- 
light for separation—‘back-lighting” as 
it is often termed. A spot set high at the 
back or side of the set throws light on 
the head and shoulders of the principal 





player or players, thus creating greater 
separation from the background and at 
the same time enhancing the overall pic- 
torial effect. The light from such lamps 
is kept from reaching the camera lens 
by use of barn doors attached to the 
lighting unit, a gobo, or both. The barn- 
doors, properly adjusted, cut the lamp 
beam to the desired width or height to 
illumine only the area desired. 

Still another technique that is observ- 
able only through concentrated atten- 
tion on the screen, is that employed to 
keep the light constant on a player as 
he moves away from or toward the cam- 
era. Here a dimmer-board or “dimmer- 
bank,” as it is also termed, is employed 
on the set to increase or decrease inten- 
sity of the key light. Were this practice 
not followed, the player’s image would 
“wash out” or burn up on the screen as 
he approached the camera (and the key 
light, usually placed at the side of and 
above the camera.) 

The reason one rarely sees flat light- 
ing in interior scenes on theatre screens 
is that the professional invariably lights 
his sets—particularly the larger ones— 
in contrasting planes, Objects and areas 
at various distances from the camera 
are lit in varying degrees of intensity— 
and sometimes from different directions 
—as when light appears to come 

(Continued on Page 388) 


SCENE FROM “My Cousin Rachel” illustrates some lighting techniques of Joseph LaShelle 
who filmed this black-and-white production for Fox. Here key light falling on player at 
left suggests light coming from an overhead fixture. The effect of zone lighting to create 
planes of depth in scene is indicated at (1) and (2), while the familiar practice of sub- 
duing light falling on upper wall areas is evident at (3). The modeling effect of back- 


lighting is also evident on figure at left. 
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Roving Guns 
will settle in 
Row One 


WEEK IN, WEEK OUT, millions of kids 
drop their guns and make a dash for 
the neighborhood picture house in 
search of adventure and escape—to 
thrill to well-told tales! What's more, 
the better the picture; the more 

they come ... AND THE BIGGER 

THE BOX OFFICE. 


Technics are an important part of 
making better pictures. In fact, in this 
area, as in all matters of production, 
processing, distribution and projec- 
tion, the Eastman Technical Service 
for Motion Picture Film can prove 
of great help. Offices are strategically 
located and inquiries are welcomed. 


Motion Picture Film Department 


EASTMAN KODAK COMPANY 
Rochester 4, N.Y. 


East Coast Division 
342 Madison Ave., New York 17, N.Y. 


Midwest Division 
130 East Randolph Drive, Chicago 1, Ill. 


West Coast Division 
6706 Santa Monica Blvd., Hollywood 38, Calif. 
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MAGIC MYLAR 


TRANSPARENT SPROCKETED PRESSURE-SENSITIVE SPLICING TAPE 





— Can Save Torn, Damaged Films—Butt-Splice 
\)) Without Losing A Single Frame — Easy As 
Applying A Postage Stamp To An Envelope 





MAGIC MYLAR is a Polyester Film 
Manufactured by DuPont 


SOME OUTSTANDING PROPERTIES ARE: 


INVISIBLE Absolutely transparent, optical 
transmission of spliced frames is unaffected. 


UNIVERSAL Tape can be used on all types of 
film base. 


CLEAN Since tape is self-sticking no messy 
glues, cements or solvents required. 


DURABLE Tear strength of “Mylar” polyester 
film is greater than that of Triacetate film. 


SOLVENT RESISTANT Commonly used film 
cleaning agents will not loosen film splice. 
SIMPLIFIED REPAIRS No frame loss when re- 
pairing torn film or perforations. 


NO ADHESIVE TRANSFER Adhesive mass 
does not migrate from tape to film. 

















MAGIC MYLAR Is AVAILABLE AS FOLLOWS: 


66 Ft. Roll 16MM Single Perf. (1650 Frames) @ $5.00 Per Roll 

66 Ft. Roll 16MM Double Perf. (1650 Frames) @ $5.00 Per Roll 

66 Ft. Roll 35MM For Filmstrips (1056 Frames) @ $9.00 Per Roll 
FOR SPLICING 16-1742—35 MM MAGNETIC FILM WE RECOMMEND 
WHITE OPAQUE MAGIC “MYLAR” 

SS ee en ae $ 6.00 

Sp tT GUT sis siciessitieemenretiiaatasitiecitaieeitieatiaiies $11.00 





BUTT SPLICING BLOCKS 


A new, amazingly simple device 
for butt-splicing 16mm and 35mm 
film with Magic ‘‘Mylar.” Simple 
28 4 See 








That’s all . . . the Butt Splice is finished (FOR DOUBLE STRENGTH, 
MAGIC “MYLAR” MAY BE PLACED ON BOTH SIDES OF FILM). 
SG Ee aera eens $ 9.50 
8 een 11.50 
MODEL B-4 for %” magnetic tape...................ccccceseees 6.50 
MODEL BSB comb. unit for 16/35mm and %4” 
I died ict ainiheininiasecamdinalioe 24.50 


FLORMAN & BABB, incorPorRATED 





REPAIR 


Torn, damaged films and film 
strips, patch cuts, tears, gouges, 
nicks, burns, etc. 


eee eee e 6 sis 




















REPLACE 


Torn perforations—on sound or 
silent film and film strips—miss- 
ing pieces of film—restore torn- 
out bits of film. 











| i s} 





BUTT SPLICE 


Without losing a single frame 
of your film strip or movie film— 
butt splice leaders and tails—no 
cement or splicers needed. 























STRENGTHEN OVERLAP 
SPLICES 


Placing a frame of Magic 
“Mylar” over your regular 
over-lap splice absolutely pre- 
vents it from ever opening. 


soecesioce e 




































Florman 
and 
Babb, Inc. 


Motion Picture Equipment 
for the World's 
Finest Film Makers 


Distributors For: 


McAllister Lights 

McAllister Crab Dollies 

Auricon 

Mitchell 

Arriflex 

Neumade Products 

Moviola 

Bell & Howell 

RCA 

Bausch & Lomb 

Colortran 

Kliegl 

Frezzolites 

Spectra 

Oxberry Animation 
Equipment 





F & B Products: 


Pro-Cine 202 Tripod 

Butt-Splicing Blocks 

Film Repair Blocks 

Magic Mylar Splicing 
Tape 

Split Reels 

Camera Slates 

Changing Bags 

Film Cement 

Leg-Lok Triangles 

. +. and many other 

exclusive F & B products 





68 West 45th Street * New York 36, N. Y. * MU 2-2928 
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RN COLOR PRINT’ FILM. 


Eastman 


TWO EXAMPLES of titles superimposed by photo-resist method, 
showing results on light background (left) and predominantly dark 
background, opposite. New method is ideally suited to captioning 


Kodak Company 


THIS SUPERIMPOSED ‘TIT 


WAS MADE ONL. 


35MM KODACHROME FILM 


; 
“ha 


4 


usta Kodak Company 





and sub-titling foreign-language films in English or for super- 
imposing foreign-language description on English-language films 
intended for foreign exhibition. 


Adding Titles To Processed Films 


A photo-resist method for superimposing main or sub titles 
on Kodachrome, Ektachrome, Eastman Color Print 


By W. 


I" IS FREQUENTLY desired to add titles 
or various types of line images to 
processed films containing picture im- 
ages. Such superimpositions are used 
for a number of purposes, including 
captioning of motion-picture release 
prints with foreign language titles, prep. 
aration of titles for slidefilms and indi- 
vidual transparencies and addition of 
continuous or dotted lines, insignia, ar- 
rows and other symbols to slides used 
for lectures, television transmission, etc. 

Presently-used commercial methods of 
adding titles to processed films utilize a 
metal stamp containing the type mat- 
ter. In one method, the stamp is heated 
to a temperature which is high enough 
to melt the emulsion layer or layers of 
the film as it is pressed against it, thus 


A paper presented October 4, 1957 at the 
S.M.P.T.E. Convention at Philadelphia, Pa., 
by the authors and published in the Journal 
of the SMPTE for November, 1957 under the 
title, “Superimposed Titles on Black-And- 
White and Color Films by a Photo-resist 
Method.” It is reprinted here by permission. 


Film or black-and-white films. 


!. KISNER and J. J. 


Eastman Kodak Company, Rochester, New York 


removing the emulsion from the areas 
occupied by the type matter. In another 
method, the emulsion layer of the film is 
first coated with wax. The metal stamp, 
heated to a somewhat lower tempera- 
ture than in the previous method, is 
pressed against the coated surface and 
the wax is thereby selectively removed. 
The film is then treated with a solution 
of sodium hypochlorite, or other oxidiz- 
ing agent, which removes the emulsion 
not protected by the wax. 

The method described in this paper 
eliminates the need for using the met- 
al type and also the need for heating of 
stamps or other types of stencils. In this 
method, a photo-resist image is used in 
place of wax to protect the film in the 
desired areas. Formation of the image 
by photographic rather than mechanical 
means yields titles having better sharp- 
ness characteristics than those obtained 
by the other methods. The procedure in- 
volves preparation of a black-and-white 
title positive, coating of the film with a 
photo-resist material, exposure and de. 
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velopment of the resist, selective re- 
moval of the title images by the action 
of destructive solutions and, finally, re- 
moval of the resist. 

The resist material used in this meth- 
od is Kodak Photo Resist (KPR). This 
is an all-plastic, presensitized, liquid 
surface-coating material used in photo- 
mechanical reproduction. It serves as 
an acid-resistant material in various 
etching techniques and also as an ink- 
receptive material for preparing sur- 
face-type _ photo-lithographic _ plates. 
KPR adheres well to various types of 
surfaces and is capable of reproducing 
fine image detail. Any method of appli- 
cation capable of giving a smooth coat- 
ing may be used, such as spraying, dip- 
ping, whirling or rolling. An area of 
about 400 sq. ft. can be effectively 
spray-coated with one gallon of KPR. In 
the use described here, this is equivalent 
to about 3,500 ft. of 35mm film per gal. 

After drying, the coated surface is 
waterproof and resistant to all common- 

(Continued on Page 388) 
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WITHOUT BENEFIT of parallel, cinematographer Miki Carter set up 
his tripod-mounted Arrifiex-35 in midstream to make effective low- 





angle shots of Tarzan (out of picture) in dramatic swimming action 
for “‘Tarzan's Fight For Life.’ 


ASSIGNMENT IN AFRICA 


Shooting location footage for “Tarzan” holds as many risks for 


the cameraman as it does for the story’s hero. 


LMOST ANY CAMERAMAN can handle a 

filming assignment in a civilized 
foreign land, but it takes a specialist to 
undertake a similar project in the wilds 
of Africa. In addition to being a good 
photographer, he must be a man of 
courage and have more than a smatter- 
ing of knowledge about native animals, 
their habits, and what it takes to get 
them before a camera lens. Such a cam- 
eraman is Miki Carter who is rated one 
of the most successful cinematographers 
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of wild life on the dark continent. 

Carter recently completed a filming 
assignment in Africa for Sol Lesser Pro- 
ductions, for whom he shot all the loca- 
tion footage for the soon-to-be released 
color production, “Tarzan’s Fight For 
Life.” Of the total footage in the pro- 
duction, approximately 3.000 feet is said 
to be the product of Carter's camera 
work. 

White hunters who have accompanied 
Carter on his filming safaris say he is 
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marked for death in Africa, because of 
his daring in photographing wild ani- 
mals at close range. Because he prefers 
to shoot with short-focus lenses, he often 
works dangerously close to his subjects. 

“I don’t like telephoto lenses for mak- 
ing shots of wild animals especially if 
they are supposed to look dangerous and 
realistic.” he says. “A lion, for example, 
may be 1n sharp focus with a telephoto, 
but then objects in front and behind 
him are fuzzy, destroying the very men- 
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acing effect we attempt to capture. | 
may even use a wide-angle lens for such 
shots at times. Our aim is to produce 
such an illusion of realism the audience 
will feel it is actually at the scene of 
action.” 

One shot of a lion, which is to be 
seen in the new Tarzan thriller, makes 
the animal appear but an arm’s length 
away from the camera. The script called 
for the big cat to run toward the cam- 
era, then jump over it. For this it was 
necessary for Carter and his crew to 
trick the animal into the desired per- 
formance. They dug a pit for the camera 
and covered it with thorn bushes to con- 
ceal it along with the cameraman. A 
dead zebra was then placed immediately 
back of the pit—a tasty tid-bit for the 
lion. 

With his Arriflex camera set up in the 
pit, Carter waited patiently two days 
for the lion to respond to the bait. 
Finally the big cat prepared to move 
toward the carcass. When he was about 
a hundred feet distant, Carter started 
the camera. With a 17mm lens, he kept 
the beast in sharp focus throughout the 
shot as it approached, filled the frame 
in a big closeup, then leaped over the 
pit. Later, the animal obligingly re- 
peated the performance for a second 
take. For these shots, the through-the- 
lens finder of the Arriflex was of great 
assistance, enabling Carter to keep the 
animal centered in the frame throughout 
the shot, 

While Carter uses a Mitchell camera 
for most of his location work and al- 
ways for shooting background plates, 
which are an important part of location 
shooting in productions of this kind, for 
rough-and-tumble situations, such as the 
one just described, he prefers the more 
compact and portable Arriflex 35. Be- 









WHEN THIS flimsy and quickly-improvised camera boom suddenly collapsed, camera- 
man Carter and his Arriflex were dumped into the turbulent Congo, spoiling a much- 
wanted shot for “Tarzan’s Fight For Life,"’ produced by Sol Lesser. 


cause producers are demanding more 
and more realism in their pictures, 
actors taking part in films such as this 
Tarzan production, more and more are 
expected to appear in scenes along with 
wild and sometimes dangerous animals. 
They are no longer satisfied with pro- 
ducing an illusion of such action with 
the aid of background plates and pro- 
cess. 

Thus on such far-away locations as 






Africa, cinematographer Carter invari- 
ably must set up the shot, direct the 
actors, and try to get the animals to 
cooperate as it was dreamed up by the 
script writers. 

On one occasion, Carter and his 
white hunter struggled for two days 
to photograph a stampede of wildebestes 
and zebras—a scene in which Gordon 
Scott, playing Tarzan, had also to ap- 

(Continued on Page 379) 


CARTER IS NOTED for unusual realism of shots of dangerous animals— 
result of shooting at close range, using regular and wide-angle lenses. 








MRS. CARTER, who accompanies husband on filming assign- 
ments as script clerk, watches Carter photograph a herd of 
young elephants at a watering hole. 
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ECONOMY AND SPEED WITH 
SINGLE-DOUBLE-SYSTEM SOUND 


By GEORGE J. 


A DISADVANTAGE often encountered in 
shooting sound films with a single- 
system camera is the problem of editing 
which occurs because both picture and 
sound are recorded simultaneously on 
one film—but with the sound advanced 
several frames beyond its respective pic- 
ture frame. Thus, when cutting for pic- 
ture, unsmooth sound continuity results, 
while cutting for sound results in un. 
smooth picture continuity. 

In order to produce economical TV 
commercials in a minimum of time 
geared to the budgets of local sponsors, 
I sought a solution to this problem. The 
“pre-record” system employed by major 
studios in producing musical films 
seemed to offer a solution. I saw that by 
adopting this system, I could first re- 
cord the sound (text of the commercial) 
on tape, then photograph the narrator 
as he again spoke the words carefully 
synchronized to a playback of the orig- 
inal tape recording. The pre-recorded 
sound, of course, now would be re-re- 
corded on the film along with the pic- 
ture. By shooting strictly according to 
a prepared script, the camera position 
could be altered for CUs, MSs, ete., 
without involving the  single-system 
sound cutting problem, because each 
take would be shot and recorded as a 
unit, with the camera “running over” 
at the beginning and end to provide the 
necessary flexibility in cutting. 

I decided to make a mock-up of this 
format. I wrote a simple 7-scene sce- 
nario involving a disk jockey at work 
and photographed and recorded it with 
an Auricon Cine-Voice camera. Briefly 
it shows the DJ opening the program 
after playing the theme, which had the 
title and credits superimposed over a 
shot of the record revolving on a turn- 
table. The record is introduced, then 
played. The script follows: 


FIG. 1—Opening scene in author's test film, which 
demonstrates method of single-double-system sound 
achieved with single-system sound camera and tape 
recorder. 


YARBROUGH 


Scene Splice Description 

] MCU—trecord on_ turn- 
table starting to revolve 
Superimpose title and 
production credits. Rec- 
ord is heard on sound 
track. 
MS—DJ is seated at 
turntable. Credit 
perimposed. (See Fig. 
1). Music and super- 
imposed credits fadeout 
together, as DJ starts to 
give a rundown of the 
records to be played on 
program. 
CU of covers of the rec. 
ord albums being de- 
scribed. 
MS (Same angle as in 
Scene 2) (Splice shown 
in Fig. 2). Next record 


is su- 


FIG. 2—tTypical splice in unmodulated area which was 
later “blooped.” As in this instance, all splices ore 
made on the frame line. 
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is introduced. 


5 1 MS (Change angle)... 
description of record 
continued, 

6 5 CU — New record on 
turntable. At cut, DJ 
announces title of rec- 
ord; turntable starts to 
revolve and music is 
heard. 

7 6 ECU — of pickup arm 


and revolving record as 
music continues. 


As may be seen, this test comprised 
seven different scenes. The only cut ob- 
vious in the sound track occurs at splice 
No. 3 (Fig. 2), which was made in an 
unmodulated area of the track and later 
minimized by blooping. Splices 1 and 6 
were made in the recorded music area of 
the track, while splices 2, 4, and 5 (Figs. 
4 and 5) were made in the narration 
areas, These splices were slightly audible 
as such due to the overlap of 1/10” 
which occurs where the films are joined 
together. (The noise is caused by the 
different density of the splice overlap, 
compared to the normal base density of 
the separate pieces. ) 

To fully utilize all the potentials of 
the system, careful planning and writ- 
ing of the script was essential. In the 
test described here, a rough draft of 
the script was made and the music and 
speech recorded in the same order they 
were to appear in the finished film. 
(This procedure is not absolutely neces- 
sary but was used for convenience and 


FIG. 4—Two related scenes having same sound track. The splice 
could have been made at any point within the two matching por- 
tions of the films. 
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FIG. 3—Showing ideal matching of track with respect to picture A; shift of track, in- 
correct splicing, B; and shift of sound track with respect to picture area correctly spliced, C. 


simple bookkeeping, since I had no as- 
sistance in preparing the test.) Logging 
was necessary as a guide to shooting 
and superimposing the titles, as I chose 
to change scenes behind the title. 

The theory behind the cutting pro- 
cedure is quite simple. As already stat- 


ed, the entire sound was pre-recorded 
in the proper sequence without inter. 
ruption on quarter-inch magnetic tape. 
Scene 1 was set up. Output of the tape 
recorder was fed into the input of the 
Auricon recording amplifier. With the 
(Continued on Page 384) 


FIG. 5——Same splice as in Fig. 4 but with the trims reversed in position 
so the sound tracks adjoin corresponding area of tracks on the spliced 


film to how relative track positions of each scene. 





AMERICAN CINEMATOGRAPHER * 





June, 1958 e 373 


ys) me mAs 7?) 


TYPICAL BOOM SHOT, as filmed on Hollywood sound stages, is this scene 
photographed by Joseph Ruttenberg, ASC, for MGM's “‘Kismet."" Camera 
pulls back progressively as players descend long stairway to garden, 
maintaining a uniform distance from players all the way. 





SHARP AMATEURS have adopted the moving camera tech- ) 

nique, too. Here Jackson Cravens, with h's 16mm Bolex 

ingeniously mounted on swiveling platform atop a chi!d’'s } 
| express wagon, instructs his dolly-handler Janet Chapman 
| before starting a “‘pull-back"’ shot. 





Dramatic Emphasis With 
The Mobile Camera 


Putting the camera on wheels can enhance 

the photography of any film, be it a Hol- 

lywood feature, an industrial, or an am- 
bitious amateur production. 


By HERB. A. LIGHTMAN 


EW, IF ANY, motion picture scripts are written today that do not call 

for dolly, crane or other mobile camera shots. The “fluid” camera 
has become a dominant part of contemporary cinematographic tech- 
nique, and the best Hollywood scripts are written so that as much of 
the story as possible can be filmed in long, continuous takes. 

Two things are achieved when lengthy action is filmed in a continu- 
| ous take, instead of several different camera set-ups. First, the mo- 
! bile camera shot is less costly in production time, and the story is 
greatly enhanced where important action plays continuously without 
interruption. 

A sound psychology underlies the use of the mobile camera. Move- 
ment purely for the sake of movement is an abuse of an otherwise 
| forceful technique. The intelligent director or cinematographer 
| moves the camera only when the demands of the filmic situation moti- 
vate that movement. Correctly used, the mobile camera produces a 





COSTLY EQUIPMENT isn't always necessary for making 
effective moving camera shots. Here a simple “home- 
made” 4-wheel dolly gives mobility to the camera filming 
(Continued on Page 382) a 16mm industrial motion picture. 
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16 and 35mm 


Release positive— 


GEVAERT makes 


the best in cinefilm 





CTFTITSS SALES OFFICES AND WAREHOUSES AT 


321 West 54th Street, New York 19, N. Y. 





THE GEVAERT COMPANY OF AMERICA, INC. 6601 N. Lincoln Ave., Lincolnwood, Ill, (Chicago) 
. ‘ - * 6370 Santa Monica Bivd., Los Angeles 38, Calif. 
sking Quality Photographic Products Since 1894 9109 Sovereign Row, Dallas, Texas 
ome- ¢ in Canada: Gevaert (Canada) Limited 
ming : 345 Adelaide St., West, Toronto 2-B, Ontario 
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UNDERWATER shots for “The Enemy Below” 
Mediterranean and also in a tank at a London studio. 


were filmed in the 


‘Be Quick, And Be Sure!’ 


“That’s what keeps you working,’ 


says British 


cinematographer Otto Heller in discussing his 
recent photographic assignments. 


By DEREK 


"| N LIGHTING, it’s the artists | make 
right first,” said Otto Heller, B.S.C. 
“Then everybody again engages you. 
The set don’t talk to no-one.” 

In Britain Heller’s reputation as a di- 
rector of photography is matched only 
by his reputation for relentless battles 
with the intricacies of the English lan- 
guage, from which he always emerges 
triumphant. 

Technicians still talk affectionately of 
his greeting to Vivien Leigh: “Hallo, 
Lady Larry darling, how is Sir this 
morning?” And his summary of Vista- 
Vision in response to a question from 
the late Sir Alexander Korda, planning 
to use the system for “Richard III,” is 
equally celebrated: “The main thing is 
the scratches go acrosswards insteads of 
downways.” 

The massacred grammar, the Czech 
accent and the unpredictable directions 
of his conversation make an interview 
with Otto Heller a curious experience. I 
thought we had planned to talk about 
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his work on “The Silent Enemy,” the 
new Romulus production on the wartime 
exploits of Commander Crabb, the frog- 
man; but as often as I tried to get back 
to it, he fractured a fresh idiom, and 
beamingly broke away at the most un- 
likely tangent. 

But I did learn that the toughest prob- 
lem on William Fairchild’s latest film, 
which stars Laurence Harvey and Dawn 
Addams, was the continuity of lighting. 
The production was on location six 
weeks at Gibraltar and four at Malta 
and took another five weeks’ studio work 
at Shepperton studios, outside London. 

“Trying to get the effect of 8,000 foot 
candles of Mediterranean sun in a studio 
with 2,000 foot candles of light was no 
joke,” he told me. (The translation into 
more logical English is mine through. 
out.) “And the underwater sequences 
were particularly tricky.” 

Egil Woxholt shot the principal un- 
derwater scenes in the Mediterranean, 
and Heller was responsible for all tank 
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FOR SCENES like this, both Otto Heller and Egil Woxholt used an 
Arriflex camera in a water-tight blimp. 


closeups and above-surface shots. “Some 
of the underwater stuff is mine, too,” he 
said. “In fact the underwater footage 
has been so well edited by Alan Osbiston, 
who cut another recent film I worked 
on, “Manuela”—that it’s difficult to say 
where Woxholt’s work ends and mine 
begins.” 

The flow of the film, which Heller by 
no means exaggerates, is also a tribute 
to his control of lighting continuity in 
the studio tank closer shots. 

“The location material was shot in a 
lagoon about ten miles from Malta,” he 
told me. “We only had the sun, of 
course; we couldn’t take lamps out there. 
We were using navy frogmen as dou- 
bles. For most underwater shots the cam- 
era operator doesn’t really have to swim 
—he more or less stands on the bottom. 
We used an Arriflex fitted with a spe- 
cial blimp. The blimp alone cost about 
£1,000 (nearly $3,000). 

“You know what happens with a film 
with dogs and children? Nobody talks 
about anything else. Well, this time it’s 
happening to me, except that everyone 
talks only about the underwater scenes. 
Yet there were plenty of problems above 
the surface. That long sequence at night, 
for instance, with the mines going off all 
around. They were real naval mines, 
not dummies; and they threw our boat 
about and filled the air with fish. All the 
local boys came rushing out to fill their 
boats.” 

Laurence Harvey, he added, is a cam- 
eraman’s actor. “He makes valuable sug- 
gestions during shooting, and he knows 
what your trying to do. Watching rushes, 
too, he’s really on top of what’s going 
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Director William Fairchild left Heller 
to his own ingenuity for much of the 
“Silent Enemy.” “He’s a director who 
concerns himself with the action and the 
players,” commented Heller, “and 
they’re often the best. Sometimes the di- 
rectors who are technicians at heart 
don’t seem to get life into their films. I 
think there are only two in Britain who 
combine this sort of technical know-how 
with complete control over the story 
j and acting side—David Lean and Carol 
Reed.” 

Heller finds shooting in black-and- 
. white much more of a challenge than 
color. “Working in monochrome you 
have to put your own shading in,” he 
said. “Color separates itself. Given a 
good director, and assuming that you’ve 
got a certain amount of taste, color film- 
ing is much easier than monochrome 





work, 

“There are a few films that need at- 
mospheric color, of course—like “The 
Ladykillers” and “Richard III,” which 
both gave me some headaches; but 
they're unusual. But I think “The Duke 
Wore Jeans” should have been in color.” 

We had just come from the trade 


show of this British musical, Anglo- 
' Amalgamated’s latest vehicle for Tommy 

Steele, a Cockney version of Elvis Pres- 
ley. “In fact it was shot in six weeks, 


regardless of the weather. A lot of the 
exteriors, supposed to be in sunny South 
America, were shot in pouring rain 

And Tommy is a difficult boy to light. 
; The only time his mouth is closed is 
when he’s talking.” 

Tommy Steele plays two parts in “The 
Duke Wore Jeans,” and in one sequence 
sings and dances with himself. “Straight- 
forward split-screen work,” explained 
Heller, “except that where | always pre- 
fer to cover one side, wind back, cover 
the other side, and re-shoot on the same 
negative, our schedule was so tight that 


(Continued on Page 387) 








SPLIT-SCREEN shot made by Otto Heller in the 
camera for “The Duke Wore Jeans,"’ starring 
Tommy Steele. Here Steele appears at extreme 
left, also at desk. 











The Way Light Is Measured 


rT TERMS “candle’’, “candlepower”, 
“lumen”, “foot-candle”, and “foot- 
lambert” are conventionally employed 
as units of measurement of light. 

The candle is the fundamental unit 
of light intensity and is a measure of 
the ability of of source to radiate light. 
A source is said to have an intensity of 
one candle if it is capable of illuminat- 
ing an object at a given distance to the 
same degree as would a standard can- 
dle. The standard candle was originally 
defined in terms of the open flame of 
a 7%” sperm candle burning at a speci- 
fied rate, 

Later, a group of carbon filament 
lamps were preserved at the National 
Bureau of Standards. In 1948 these 
were replaced by a very accurate meth- 
od based on the solidifying tempera- 
ture of molten platinum. 

Candlepower is the light intensity of 
a source, expressed in “candles”. Thus, 
it is proper to state that a particular 
carbon arc, for example, has a “candle- 
power” of 80,000 candles. Particularly 
with carbon arcs, which emit light in 
one hemisphere ahead of the crater, the 
light intensity (or candlepower) varies 
with the direction of view. It is there- 
fore common to further specify the can- 
dlepower with respect to the direction, 
such as “‘horizontal candlepower,” 
“axial candlepower”, forward candle- 
power’, etc. Candlepower values can be 
specified for any direction or angle 
from which the light source is viewed. 
Condlepower is the measure of the 
light-emitting power of a source, with- 
out regard to its area, 

Brightness is the measure of the 
light-emitting power of a source in re- 
lation to its area. It is expressed in 
“candles per unit area.” Obviously. 
two sources can be of the same candle- 
power while differing in size. The 
smaller of the two is then said to be 
“brighter”. The square millimeter 
(0.00155 sq. in.) has been chosen as 
the unit area for expressing the bright- 
ness values of the carbon arcs described 
here. Candlepower (total light-emitting 
power of a source) and brightness 
(light-emitting power per unit of area), 
when measured in all directions, to- 
gether comprise complete specification 
of a light source. 

A lumen is the measure of the rate 
at which light pulses are emitted or re- 
ceived. A lumen is the rate at which 
light is radiated from a source of one 
candlepower to an area of one square 
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foot, so located that all points of the 
area are one foot from the source, If a 
source of one candlepower in all direc- 
tions is enclosed at the center of a 
sphere of one foot radius, each square 
foot area of the sphere will receive 
light pulses at the rate of one lumen. 
(Continued on Page 391) 
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““CANDLEPOWER" is the light intensity of 
@ source. 





A “LUMEN” is the rate at which light is 
radiated. 
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pulses fall on a surface. 
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SHOOTING “THE LINEUP” 


(Continued from Page 363) 


When shooting operations were moved 
into the Zoo proper, clouds appeared to 
constantly vary the light. Musuraca met 
the challenge by standing behind the 
Mitchell camera and working the vari- 
able shutter control with one hand and 
checking his light meter held in the 
other in order to compensate exposure 
for the varying light. 

For most exterior shots for “The Line- 
up” Musuraca uses sunlight reflectors for 
fill light. On extremely overcast days he 
employs spots or brutes for fill light, but 
only as a last resort. Too often such 
lighting appears unnatural, even when 
carefully balanced, he points out. Us- 
ually, he relies on a switch from Plus-X 
to Tri-X film whenever adverse lighting 
conditions are suddenly encountered. 

“Meeting the schedule” is the all- 
important consideration of the company 
when shooting on location, which ac- 
counts for the company pressing forward 
when shooting even when bad weather 
prevails, By the same token, unlooked- 
for interference is never allowed to slow 
the company or halt shooting activities. 
Once, when it was shooting along the 
Embarcadero, a pile-driver began boom- 
ing in the background. The offending 
machine was quickly written into the 
script and the sound made to figure 





prominently in the background for at- 
mospheric effect. To introduce the new 
factor visually, Musuraca had his camera 
moved to the scene of the pile-driving 
and made a couple of establishing shots. 
On another day, while the company was 
shooting exteriors in a street, a fire en- 
gine with siren screaming sped across 
the scene in the background. Instead of 
writing off the shot as “spoiled” it was 
marked an OK take, and cut into the 
picture. The fire engine lent an unusual 
effect of realism both visually and in 
the sound track. 

Becaues TV films are invariably pro- 
duced on extremely tight budgets, 
process shots— which are costly — are 
invariably avoided, and this is no excep- 
tion with the “Lineup” series. This 
places something of a burden on the re- 
sourcefulness of the cameraman, but a 
cinematographer like Musuraca invari- 
ably is equal to the challenge. 

A recent case was a complicated chase 
scene, which would have been a cinch— 
but more costly—to produce on the 
sound stage with background projection. 
Musuraca completed it in a single take 
on the first try. The problem was to show 
actors Warner Anderson and Tom Tully 
inside a police car as it chases a bandit 
driving a speedy MG. Musuraca had the 
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trunk door and the rear window of the 
police car removed, then secured the 
tripod-mounted camera to the floor of 
the trunk so it could cover Anderson’s 
and Tully’s action, as well as that of the 
fleeing MG, through the rear window, 

More than once Musuraca’s composi- 
tional ideas have influenced the staging 
of exteriors for “The Lineup.” One re- 
sult is that he seldom shoots closeups on 
location in the Bay City. “San Fran- 
cisco is the framework for the stories we 
film here and therefore it should figure 
prominently in the photography along 
with the players,” he says. As a result 
action that otherwise might be shot in 
closeup is made in a medium or two- 
shot, with some prominent San Francisco 
landmark or architectural feature subtly 
included in the scenes. “When closeups 
are essential,” he continued, “they are 
made later at the studio.” 

Because the pressure of tight shooting 
schedules keeps the company continu- 
ously on the move when shooting on lo- 
cation, Musuraca has learned to get 
along without the benefit of “dailies” or 
“rushes,” which are standard practice in 
Hollywood studio production. “By the 
time rushes reached us from the lab,” 
Musuraca says, “we would already be 
shooting scenes on a new script. Our 
work has to be right the first time, be- 
cause there is little or no allowance made 
for retakes,” he added. However, daily 
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lab reports are received and checked 
carefully, and these constitute a satis- 
factory guide to the photographic results 
being achieved. 

Musuraca’s high-speed, time-saving 
filming technique is the result of his 
early association with the FBO (later 
RKO) Studio, where he filmed nine-day 
western “quickies.” An uncanny ability 
he developed there to make the right 


decision in a hurry made him a “nat- 
ural” for photographing television films 
on location, 

Considering the success he has had 
with the “Lineup” series, it would seem 
that San Francisco is a point of destiny 
for Musuraca; it was here, years earlier, 
that he photographed much of “I Re- 
member Mama,” the achievement that 
brought him his first Academy Award. 
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pear. Carter and his men set out to lo- 
cate a suitable herd of animals and more 
important, to determine in which direc- 
tion they were headed in their migra- 
tion, With this accomplished, they had 
a number of motor trucks placed in the 
animals’ path in order to concentrate 
their movement through a narrow valley 
for better pictorial effect. To photograph 
this action, the camera was set up within 
a strong cage which had been erected in 
a shallow excavation and fortified with 
heavy timbers. 

Carter still bears scars to remind him 
of a dangerous encounter with a hyena. 
In an earlier assignment, he was inside 
a camera cage, busily filming a fight 
between two hyenas. Suddenly, and 
without warning, one of them spotted 


Carter and thrust its head menacingly 


through the cage framework. The start- 
led cameraman bopped the beast on the 
head with his bare fist. As he drew 
back his hand, the angry hyena clamped 
its teeth on his wrist. 

Elephants, said Carter, are the most 
dangerous of all wild animals to film. 
Last year, while he was filming a large 
herd, a ferocious bull elephant caught 
the human scent and charged the camera 
truck, with the herd following behind 
him. The maddened animal tried to 
yank Carter from his position at the 
rear of the truck. His life was saved 
when the bull, in a renewed fit of rage, 
suddenly dashed off to uproot a tree to 
throw at the intruding vehicle and its 
occupants, In the meantime, the driver 
quickly got the truck to the nearest 





Such experiences, of course, are all 
in a day’s work for the photographer 
shooting in the wilds of Africa. On an- 
other occasion, while shooting a se- 
quence of scenes on the Congo river, 
Carter had another freak experience 
that almost proved his undoing, To get 
realistic shots of Congo rapids, he 
perched on the end of a flimsy, impro- 
vised boom which had been extended 
out over the treacherous waters. Sud- 
denly the boom twisted and_ spilled 
Carter and his camera into the turbulent 
Congo. He never let go of his camera, 
and the two were soon pulled to safety. 

Among the innovations and_tech- 
niques which Carter employs to speed 
his work in location filming, is the use 
of a compact, portable tape recorder, 
which he uses to record verbal notes of 
important technical data concerning the 
shots he makes. These records include 
such data as to the time of day a specific 
shot was made, the condition of the pre- 
vailing weather and light, and the ex- 
posure used. Transcribed, such data 
proves invaluable when on a later date 
he encounters a similar photographic 
situation. 

He has also built a valuable mental 
storehouse of information on the wild 
animals of Africa. He knows that the 
best place to photograph elephants is in 
Voi, Kenya. And the most likely spot to 

(Continued on Page 382) 





road, and sped to safety. 
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HOW SPEEDWAY THRILLS WERE FILMED 





HOW DOES IT FEEL behind the wheel of a race car doing 170 miles per hour on the In- 
dianapolis Speedway? This picture, a blow-up from unique 35mm motion picture footage 
shot by Marathon TV Newsreel for Socony-Mobil companies gives you «=n idea. Scene is 
the Indianapolis Motor Speedway during preliminary practice runs. The camera (see photo 
below) was mounted on a frame to the rear of driver Jimmy Bryant, 3-time international 


winner. The car is a Belond AP Special. 





MOBIL 


FUEL DEVELOPMENT 
» CENTER # 


SIDE VIEW OF motion picture camera mounted on the Belond AP Special entered at 
Indianapolis shows how the exciting and informative footage was shot from moving race 
car. Special frame-work conceived by George Salih, car's designer, held camera rigid with 
minimum of vibration. Driver Bryan tripped camera's automatic starting device with elbow 
as he maneuvered through Speedway traffic during preliminary trial runs. 
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ASSIGNMENT IN AFRICA 


(Continued from Page 379) 


find lions is the Serengeti plain. Black 
rhinos, he says, invariably can be lo- 
cated in great numbers near Kiliman- 
jaro, while the white variety may be 
seen in South Africa or along the north- 
ern frontier. With such a storehouse of 
knowledge, he can avoid the less likely 
locations and make better use of his 
time. 

One of the biggest headaches en- 
countered in filming in Africa is dust. 
When Carter and his crew are on the 
move, all cameras and equipment are 
packed in pliofilm bags; but even with 
this precaution, it is necessary to care- 
fully clean each piece of equipment 
daily in order to keep it in top working 
order. 

Mobility, of course, is highly impor- 
tant to the success of Carter’s filming 
assignments, Where possible, he likes 
to work close to the rivers for two rea- 
sons: wildlife is more plentiful, and 
river navigation is simpler than travel- 
ing on land. For this, Carter recently 
had constructed for his special needs a 
lightweight fibreglass outboard boat—a 
combination sea-sled and catamaran 
driven by two 25 hp. outboard motors. 
Mounted in the bow is a sturdy column 
that takes the Arriflex camera and 
tripod head. The truck, used for all 
overland travel, is virtually a studio on 
wheels. Besides compartments for the 
various cameras and related equipment, 
provision has been made for an Ampex 
tape recorder and the necessary batteries 
for driving same. 

In addition to his many assignments 
for the Tarzan pictures during the past 
five years, Carter has also shot location 
footage in Africa for five other TV film 
series, including “Bold Journey,” 
“Search For Adventure” and “Sheena, 
Queen of the Jungle.” A new television 
series based on the Tarzan adventures 
is scheduled for release next fall. For 
this, Carter has shot more than 500,000 
feet of film. 

Carter’s career as a cinematographer 
began in 1936 when he went to Singa- 
pore in search of a native fruit he 
planned to use in a new type dog food 
he hoped to market. During his travels 
through Malaya, he started shooting 
movies as a hobby. He found the fruit 
for which he was searching, but the 
Japanese cut short his work when they 
invaded southeast Asia. He escaped in 
a junk to Sumatra, from where he 


| moved on to Java, then British North 


Borneo. Sometime later he undertook 
cinematography in earnest, traveling 
through the Peruvian Andes, the Matto 
Grosso of Brazil and in Uruguay, Ar- 
gentina and Chile. In 1949 he made his 
first safari in Africa, and since that 


e June, 1958 


time he has made films from one end 
of the continent to the other. 

Like the famed husband-wife team, 
Martin and Osa Johnson, Carter and 
his wife, Peggy, work together on Car- 
ters jungle photographic jaunts; she 
keeps notes and makes production stills 
—some of which have been used for 
background projection plates, 

An ambition of Carter’s is to photo- 
graph one of the strangest jungle 
dramas he has ever witnessed—the trap. 
ping and killing of an elephant by an 
army of ferocious African safari ants. 

“I have already filmed some of it.” 
he says, “and someday soon I| hope to 
finish it. One often waits for years for 
just the scenes he wants, then suddenly 
you have it on film. That’s how un- 
predictable things are in the wilds of 


Africa.” 





THE MOBILE CAMERA 


(Continued from Page 374) 


fluid continuity—a smoothly-flowing in- 
terplay of changing compositions with- 
in the individual scene. These composi- 
tions change and vary from extreme 
long shots to extreme closeups without 
the harshness of a direct cut. Thus the 
audience's attention is held without me- 
chanical interruption to the subject-mat- 
ter of the scene. 

There are several types of camera 
movement, and each has come to be 
known by a specific name. The follow 
shot is one of the most common and, 
as the name implies, it is used to follow 
the action of one or more characters 
within the scene. Usually this is accom- 
plished by a simple tilt or pan or a com- 
bination of the two. Frequently, how- 
ever, it becomes necessary for the cam- 
era to follow a player over a wide stretch 
of terrain. When this is the case, the 
camera is mounted on a dolly, a camera 
car, or a camera boom and we have 
what is known as a trucking shot in 
which the camera actually follows right 
along with the subject in his course of 
action. 

In this type of shot the camera’s mo- 
tivation for movement is usually pretty 
well established, since it depends upon 
and is keyed to the movement of one of 
the players. The effect to be desired, as 
in all types of camera movement, is 
smoothness—since an erratic pattern of 
movement would detract from the scene 
more than it would add. If the camera 
glides smoothly along, the audience will 
rarely be conscious of the movement. 

Another type of moving camera shot 
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is the pull-back, in which the scene 
opens with a closeup, the camera later 
pulling back to present a much wider 
angle of the scene. This device is used 
where it is first necessary to focus the 
audience’s attention on a certain small 
detail of the scene, later broadening the 
angle to show the context in which that 
detail is mounted. 

In the memorable “The Lost Week. 
end,” photographed by John Seitz, ASC, 
there was one outstanding scene of this 
type that opened with a striking super- 
closeup of the main character's eye as it 
fluttered open, bloodshot and bleary, the 
eye of a drunkard. The camera then 
pulled back progressively to a medium 
long shot of the character as he awak- 
ened from his stupor and began to 
stumble about the room. In this shot, 
the closeup of the eye was the keynote 
of the scene. It set the psychological 
mood; it focused the audience's atten- 
tion by filling the screen with a small 
but vital detail of the character’s state 
of being. The initial impression created 
by that closeup carried over to the re- 
mainder of the scene and influenced the 
audience’s reception of what followed. 

This type of shot is sometimes done in 
reverse. The camera first records the 
action in a long shot and then is pushed 
in to a close shot of a particular seg- 
ment of the action. This type camera 


movement is widely used and has the 
effect of first orienting the audience as 
to locale, action, and period, before 
moving in to treat dramatically a small- 
er part of the overall scene or the prin- 
cipal action performed within it. 

A variation of this technique is the 
camera zoom shot, in which, for dra- 
matic effect, the camera first shows a 
relatively wide view of the scene, then 
rapidly zooms in to a closeup of some 
specific detail. The zoom shot, when cor- 


rectly used, is a dynamic way to focus | 


audience attention on a dramatically 
important facet of the scene or action. 
Except in a travelogue, it is not con- 


sidered effective technique to pan a | 


static object—although many film-mak- 
ers have done so in an effort to force 
action into an otherwise dead scene. At 
best this is a forced technique and 


should be avoided except where inserted | 
for special effect. Mere movement of the | 


camera can never compensate for a lack 
of action within the svene. 
Occasionally in a photoplay, the cam. 


era—in its role of all-seeing eye—be- | 


comes a wandering reporter, browsing 
here and there to pick up bits of action 


and characterization, then moving on to | 


select other facets of the situation, the 


sum total of which adds up to the crea- | 


tion of considerable atmosphere. A nota- 


ble example of this technique was used | 
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in the memorable film, “Casablancea,” 
photographed by Arthur Edeson, ASC. 
In the sequence establishing the interior 
of “Rick’s Cafe Americain” (main lo- 
cale of the story), the camera moved its 
way through the crowds, stopping at 


| various tables just long enough to re- 


cord scraps of color and atmosphere, 
then traveled on. It moved exactly as a 


| casual observer might if he were thread. 


ing his way through the maze of tables, 
catching a glimpse of this person or that 
and overhearing an occasional shred of 
conversation. The effect in the film was 
to set the unusual mood of this exotic 
locale, to identify the types and char- 
acters involved in the story, and to pre- 
pare the audience for the action that 
was to follow. 

In studio parlance, whenever the cam- 
era moves and comes to rest on a new 
composition, the maneuver is known as 
a camera stop. Certain scenes, especially 
in musical extravaganzas, involve a 
great many camera stops. In fact, when 
this type of film was approaching pop- 
ularity certain directors and cameramen 
(as a matter of professional achieve- 
ment) used to vie with one another to 
see how many camera stops they could 
get into one continuous scene. Actually, 
when well done, this is more effective 
than where a series of cuts are made in 
photographing a musical number. But 
when camera movement becomes an end 
in itself, the result is bound to be clumsy 
and without meaning. 

One otherwise competent director of 
musicals and light comedies used to in- 
sist that the camera be moving in every 
scene. He would have the camera push- 
ing in, pulling back, zooming down from 


the sky or up from the ground, whether 
the scene required camera movement or 


not. In one of his productions—a film 
containing well over 300 scenes—there 
was only one static shot. Audiences left 
the theatre after viewing this film com- 
plaining of headaches, from being 


“whirled around so much.” 

At the other extreme was an equally 
competent director of dramatic themes 
who insisted that the camera should 
never be moved. His compositions on 
the screen were particularly forceful and 
artistic, but he was reluctant to move 
the camera for fear his carefully 
planned compositions would be de. 
stroyed. As a result, action within the 
frame was stilted, inhibited, held back. 
One could almost sense his players 
watching for the chalk marks on the set 
floor so they would not step outside the 
bounds of the static frame. In one dra- 
ma that this same man directed—a film 
crammed full of artistic and static com- 
positions — there was only one short 
follow shot. The result on the screen was 
a static drama. 

Obviously, intelligent camera move- 
ment is the result of close, careful pre- 
planning between the director and cam. 
eraman. The director, in his interpreta- 
tion of the author’s screenplay, plans his 
action and consults with the cinema- 
tographer as to how that action can 
most effectively be portrayed on the 
screen. Often related action set down in 
the script in well-defined separate scenes 
can be embodied in one all-embracing 
scene and connected by well-motivated 
camera movement. The resulting scene 


(which otherwise would have been 
staged as a series of short, choppy 


scenes) becomes a fluid continuity of 
changing compositions that move 
smoothly, one into the other. 

The fluid camera is a device that be- 
longs peculiarly to the dramatic film, It 
has the quality of action that is essen- 
tial if motion pictures are to be truly 
“moving” pictures. Skillfully used, cam- 
era movement gives the motion picture 
unlimited scope to select and present on 
the screen the various elements of the 
story in dramatic and forceful relation- 
ship to one another. 





SINGLE-DOUBLE-SYSTEM SOUND 


(Continued from Page 373) 


exposure lamp and gain controls set at 
the proper levels, both tape recorder 
and camera were started simultaneous- 
ly. It was only necessary to let the cam- 
era run for the length of the desired 
scene plus the runover at the beginning 
and end of the take. 

The camera was then moved for scene 


| 2—a medium shot. The sound tape was 
| backed up several feet on the playback- 


recorder so that the next scene would 
begin on a portion of the previous 


/ scene’s sound track as an aid to match- 


ing and cutting. (i.e., scene 2 would be- 


| gin with action and sound correspond. 
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ing to that of the last foot or two of the 
preceding scene, thus providing the key 
splicing point in the sound track to per- 
mit the smooth cutting this system is 
designed for.) 

(For those who would attempt this 
system, it should be pointed out here 
that extreme care should be taken not 
to alter the sound level of either the 
camera or recorder or to change the 
lamp setting of the galvanometer; also, 
to carefully mark and log these settings 
so that they can be restored to the prop- 
er point in case they are accidentally 
moved, as might happen where shooting 
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is extended over a long period of time. 
Where these precautions are not taken, 
there is possibility that a film shot and 
recorded at one time will not match in 
sound level that shot at a later date. ) 

After scene 2 was completed, the tape 
recorder and camera were stopped and 
the camera moved to the next set-up. 
The tape was again backed up, and 
shooting begun as in the preceding 
scene. 

Fig. 3 is a diagram illustrating the 
ideal, the incorrect and the preferred 
splice in this system. The ideal splice is 
shown at A. The edited and spliced film 
is shown at the top, with no break in 
the sound continuity, The trims or re- 
maining sections of film are immedi- 
ately below; the missing portion repre- 
sents the splice overlap. As may be seen, 
scene “A” continues from the left and 
is joined to “B”. Note that once the 
match is made between the sound tracks 
of films “A” and “B”, the splice then 
can be made at any point—which al. 
lows greater flexibility in the picture 
cut. Here may be seen the reason for 
allowing the camera to run a little long- 
er than the established scene length, 
ie., starting ahead of the scene (accom- 
panied by a portion of the previous 
sound track) and running over a foot or 
so at the end. 

The splice illustrated at B in Fig. 3 
shows what generally happens when the 
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* | procedure is incorrectly followed. As- 


sume that scene “A” is the same in all 
three splicing illustrations. In illustration 
“B” either the camera or recorder was 
started at that point in time which al- 
lowed the track to be displaced slightly 
with respect to the picture area. For- 
tunately, this displacement is never over 
half a frame in extent and does not 
prove objectionable when the area is 
not cut out, as in the example dia- 
grammed at B. 

One of the splices in my test film oc- 
curred toward the end of the word “in- 
cidentally” on the sound track. As the 
splace was made in the “1’s”, the sound 


| of an additional “1” proved most objec. 


tionable and therefore was cut out. Gen- 
erally, however, splicing “long”, as 
shown in example C, Fig 3, is preferred. 

The diagram will be more under- 
standable if the reader will also refer to 
Fig. 4, which is a reproduction of a sec- 
tion of the test film. The two strips of 
film, representing scenes 4 and 5 in 
the script, were placed side by side over 
an illuminated glass panel where their 
respective sound tracks were matched 
up, but exactly in line with the corre- 
sponding frame lines—since the splice 
was made on the frame line. In deciding 
where to cut, | am guided more by the 
sound than by the picture. In this in- 


| stance, moving one of the films up a 





distance of two frames would have put 


the splice in an area of less modulation 
and higher frequency. And where the 
splicer scraper guide is slightly out of 
adjustment—-as mine was—the result is 
the addition to the sound track of a 
high-frequency “pip” of great modula. 
tion, compared to the base density of 
the less-modulated area. Where the 
track is blooped, of course, this is no 
longer a serious consideration. In the 
illustration, the spliced film is at right; 
the trims at the left. 

Fig. 5 shows the same splice as in 
Fig. 4, but in this case the trims are re- 
versed so that the sound tracks adjoin 
and are in alignment. Here is illustrated 
the difference in track placement be- 
tween the two films when the frame 
lines are used as reference. The splice 
ilustrated is what is termed a “long” 
splice. 

Careful observation of the splice area 
will reveal that the portion of the sound 
that is repeated is about the same width 
as the splice itself. 

By using this method, the producer 
of small-budget TV commercials can, 
with the limited equipment described 
herein, make films having sound ap- 
proximating double-system quality yet 
at single-system convenience, cost, and 
speed. The finished print—the original 

is complete with sync-sound, picture 
and superimposed title—one film, one 
processing charge, one-day service. [J 





TV Camerman’s New Films Win Award 





AL KAYE, WBZ-TV newsreel cameraman (2nd from right) was presented the 2nd Annual 
TV Newsreel Photographers Award for his news film series, “The Capture," at Annual 
Ball of the Boston Press Photographers’ Assn. last month. From left are Richard Thompson, 


President of 


the Photographers association; 


Robert Berman, president of Magna Film 


Productions, Inc., who donated and presented the award; Mr. Kaye; and Alan Dary, popular 


WBZ-TV personality. 
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BE QUICK, BE SURE! 


(Conitnued from Page 376) 


I had to shoot each half on different 


stock. which was then printed together 


by the lab. It’s a pity, because it meant | 


three dupes—one of each side and one | 


of the combination, with resultant grain 
increase.” 

Heller described his usual approach 
to a fresh set. “Sometimes, if the art di- 
rector’s done a good job, it’s all obvious 


at once.” he said. “You come on the set | 
and you know immediately where you | 


want to put your lights. 

“But then there are the times when 
you stop in your tracks when you see 
what they’ve put in front of you. Per- 
sonally I always start with a single lamp 
in the middle of the set at times like 
this. Then I swing it round the whole 


set, and find the best direction for the | 
shadows. Once I’ve got that settled, I | 
can start adding to it, as economically | 


as possible. 

“I don’t think one cameraman can 
learn from another, | never worry if an- 
other lighting man walks on to my set; 
he can’t tell what I'm trying to do. And 
it’s the same if I go on to someone else’s 
set. 

“Look at that wine glass. See the 
bright spot it throws onto that plate? 
The rules would say ‘Get rid of it.’ But 
I'd leave it there. Anyway, how can you 
talk about lighting? You just do it. I’m 
no Picasso—but it’s like trying to make | 
an artist talk about his painting.” 

Otto Heller is now enroute to Spain 
for location filming on Fox’s “Sheriff 
of Fractured Jaw.” starring Kenneth 
More and Jayne Mansfield, directed by 
Raoul Walsh. After that, he may direct 
lighting for the theatre for the first time | 
for Laurence Harvey, who is producing 
an all-Negro show in London. 

“There are only two principles you 
must follow in the business today,” Hel- 
ler told me as we shook hands. “Be | 
quick and be sure. That’s what they | 
want. And that’s what keeps you work- | 


ing. a 
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THEATRE SCREEN BEST TEXTBOOK 


(Continued from Page 365) 


through a side door or window in the 
distance. This has the effect of impart- 
ing depth and three-dimensional aspect 
to the scene. 

An important set-lighting technique 
which may be seen in the interiors of 
almost every feature film, is the method 
of subduing the lighting on large wall 
areas or breaking it up with projected 
shadow patterns by means of such ac- 
cessories as the cukaloris (“cookie”), 
venetian blind, etc. Gobo and_ barn 
doors are also effectively used to subdue 
or cut off light in unwanted areas. The 
advent of this technique introduced 
medium and low-key lighting to motion 
pictures. Today one rarely sees a large 
room in which all walls and the ceiling 
(where it is visible) are uniformly lit 
in high key. Instead, the light will be 


brightest on the lower half of the walls, 
and gradually recede in intensity to. 
ward the ceiling. Another method is to 
soften the wall lighting by projecting a 
subtle, almost imperceptible shadow pat- 
tern upon it, or a portion of it, by means 
of a “cookie” mounted before the lamp 
that illumines it. So important is this 
practice in set lighting today, it be- 
hooves every student of cinematography 
to study its effect on the screen when at. 
tending the theatre. 

Thus far we have dealt only with 
some of the professional’s set lighting 
techniques. In a future article, we will 
deal with his “camera mechanics”—the 
contemporary methods employed with 
camera, dolly, and boom to smooth the 
flow of continuity or point up some dra- 
matic moment in the picture. a 





ADDING TITLES TO PROCESSED FILMS 


(Continued from Page 369) 


ly used acids and alkalis. The stability 
of the coating is excellent and, if de- 
sired, coatings can be made several days 
or weeks before exposure. The sensitiv. 
ity is unaffected by atmospheric 
changes. The coatings can be handled 
under moderate yellow tungsten or gold 
fluorescent illumination for as long as 
30 min. without danger of fog. White 
fluorescent illumination should not be 
used however, because fog can result 
under these conditions for exposure 
times as short as 6 sec. 

The coating is sensitive to ultraviolet 
radiation and for this reason the expos- 
ure is normally made using a carbon- 
arc lamp. Areas which are exposed to 
ultra-violet radiation become selectively 
hardened. The unexposed areas are re- 
moved by a developer containing or- 
ganic solvents. 

Certain precautions should be ob. 
served in handling KPR and KPR De- 
veloper. Adequate room ventilation 
should be provided to avoid any irrita- 
tion from solvent vapor during the 
spraying and drying operations. KPR 
Developer is flammable and should not 
be used near open flames or sparks. 
Local exhaust may be needed in the vi- 
cinity of the developer tanks or trays 
and during the application of KPR.* 

The artwork for the titles or other 
images to be superimposed on the pic- 
ture background is prepared in the usu. 
al way using conventional media, such 
as letterpress or offset printed copy, ink- 
lettered cards, plastic letters, Fototypef, 
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etc. Experience will determine how 
much fine detail can be included in the 
artwork for the particular application 
and the extent of reduction. During the 
treatment of the film in the oxidizing 
bath, some spreading of the image does 
occur. On this account, certain type 
faces having fine serifs may not repro- 
duce satisfactorily. Generally speaking, 
block-type letters and _hand-lettering 
without extremely fine detail are prefer- 
able. 

The artwork is photographed on a 
high-contrast material, such as Eastman 
Fine Grain Release Positive Film, Type 
5302 .The film is processed in a normal 
positive-type developer, such as Kodak 
D-16 Developer, to yield a high-contrast 
negative. The latter is then printed onto 
the same material and processed in 
Kodak D-16 Developer to give a posi- 
tive with dense black letters and clear 
surround. 

(Examples of superimposed titles on 
Kodachrome and FEktachrome Films 
and Eastman Color Print Film, Type 
5382, were prepared in the form of 2 by 
2-in. slides for the oral presentation of 
this paper. For three of these slides, the 
titles were reduced so as to be included 
in the frame area of 24 by 36mm nor- 
mally used for 2 by 2-in. slides. A 
fourth slide, made on Eastman Color 
Print Film, was prepared to simulate 
the reduction conditions used when 
making titles for slidefilms. In this case, 
the frame area in which the title is in- 
cluded was the same as that of a stand- 
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HALLEN 


announces 


NEW PORTABLE 
MAGNETIC FILM 
RECORDING SYSTEM 


Completely transistorized 








Light weight 
1200 ft. capacity (2400 ft. MYLAR) 






MODEL 1216 
prices start at $895.00 
f.o.b. Los Angeles 


Footage counter 


Conforms to Motion Picture Standards 





DESIGNERS AND MANUFACTURERS OF HALLEN RECORDERS AND ELECTRONIC DEVICES 


ard 35mm sound motion-picture release 
print, i.e., 0.600 by 0.825-in. Figure 1 
shows the results obtained on Eastman 
Color Print Film.) 


The procedure used for making these oven on (CONVERSION = 
illustrations is described in detail below. a GUARANTEED ad 


Suggested process modifications are 
given for application of the method to 
larger scale production, as for large 


groups of transparencies, sidefilms and | | viewer is set on Critical Focus position. No more guessing sharp focus and PRICES 
motion-picture release prints. ; | | depth of field. If they check sharp, will film sharp! Essential with telephoto $54.00 
Coating: The color film (Koda- lenses, closeup work, and extreme closeups with extension tubes. Larger — 
chrome, Ektachrome or Eastman color | magnification makes it easier to follow focus on moving objects, too $60.00 
Print Films) was spray-coated** with | Installed on 
ae. ONLY THE VIEWER NEED BE SENT US FOR CONVERSION. Camera 


a mixture of equal volumes of KPR and | 


toluene¢} and allowed to dry in a venti- 


lated hood. Coating was carried out un. | 


der moderate yellow tungsten illumina- 
tion. 


Exposure: The coated film was placed | 


in a printing frame in contact with the 
title positive and exposed to a 30-amp 
arc lamp at a distance of 3 ft. for 2 min. 
The exposure time is not critical for this 


type of line reproduction; 1 min. is 1200 Ft. oy sy 
adequate and 4 mins. is not excessive $495.00 COMPLETELY EQUIPPED 40'x 60’ SOUND STAGE, 
under the same conditions. 00 th FINEST QUALITY SOUND RECORDING AND 

Development: The resist image was " RE-RECORDING; COLOR DUPLICATING; 
developed in solutions containing or- $349.00 TITUNG AND ANIMATION 


ganic solvents in order to remove the 
unhardened areas which were beneath 
the title positive letters and conse- 
quently had received no exposure. De. 
velopment was carried out at room tem- 
perature (70° to 75° F). Because of 
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HALLEN 

HALLEN ELECTRONICS 

DIVISION OF SCHOEN PRODUCTS 

332 NORTH LA BREA AVENUE 

LOS ANGELES, CALIFORNIA 

WEbster 1-5343 









16 POWER r 


FOR LIFE) 
COMPARE size of field, magnification, coverage from original 6-X to the 8-X and 16-X afforded 
Every lens, even widest wide-angle lens, can be pinpointed on focus when 


by this conversion! 


If desired camera and viewer can be sent. 


PELLEGRINI - PIEK @ 1545 Lombard St., San Francisco 23, Calif. 


Makers of Variable Shutter Units For All Bolex H Cameras 


arrenion BOLEX REFLEX owner 
DUAL-POWER MAGNIFIER-VIEWER 


Write today for more details. 












Subject to change 
without notice. 























Torque motor take up— 
used Coast to Coast in 
TV stations. 60 Day 
Money Back Trial. 





GREAT LAKES MOTION PICTURE 
12037 Grand River Ave., Detroit 4, Mich. 
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PRECISION CONTROLLED OPERATIONS 


complete 16mm services 


DAILY REVERSAL PROCESSING 


film associates isc 


4600 5 dixie hwy «+ dayton 39, chic 













since 1937 
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differences in the support characteristics 
of the separate films, two different solu- 
tions were used: 

Kodachrome and Ektachrome Films 
—15 to 30 sec. in trichloroethylene+ 

Eastman Color Print Film—2 
in Kodak Photo Resist Developer} 

Washing and Drying: In order to re- 
move any residual unexposed KPR, the 
resist image was then washed with tap 
water for 30 to 40 sec. and excess water 
droplets were removed by blotting with 
a towel. The film was then completely 
dried in forced warm air at 100° to 
150° F. 

Etching: To destroy the emulsion in 
the areas occupied by the title letter 
images, the film was treated in a 0.5% 
solution of sodium hypochlorite for 
about one min. at normal room temper- 
ature. This is a rather critical step and 
it must be timed accurately since insufhi- 
cient treatment in the solution will re- 
sult in incomplete destruction of the 
areas to be removed and overtreatment 
will cause undercutting and spreading 
of the image. The above concentration 
of hypochlorite appears to offer satis. 
factory control for this hand operation 
but other concentrations might conceiv- 
ably be used for continuous operation. 

The 0.5% sodium hypochlorite solu- 
tion can be prepared conveniently by 
dilution of one volume of an ordinary 
household bleach, such as Clorox 
(5.25% hypochlorite) with nine vol- 
umes of water. 


min. 


The film was washed again for a few 
seconds in tap water to remove the 
bleach solution and dried with the aid 
of toweling and warm forced air. 

Removal of Resist: The final step is 
the removal of the resist image from 
the background picture area which is 
carried out by gentle swabbing of the 
entire surface with cotton moistened 
with trichloroethylene. As noted above. 


certain precautions should be taken 
with this toxic material. 
The foregoing procedure is quite 


use with individual 
transparencies. Certain modifications 
should be made, however, if large 
groups of slides are to be prepared or 
where it is desired to use the method 
for making titles on slidefilms or mo- 
tion-picture release prints. No actual 
large-scale production has been done in 
this connection but some suggestions 
can be offered which should be helpful 
for such work. 

Large groups of individual transpar- 
encies can be rack-mounted and spray- 
coated at one time, thus minimizing 
waste of the KPR material. Processing 
can be carried out in deep tanks using 
suitable processing racks. 

For slidefilms and motion-picture re- 
lease prints, it would appear quite feas- 
ible to use bead- or wick-type applica- 


satisfactory for 
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tors for applying KPR by continuous 
means, provided that some arrangement 
is made for rapid drying of the coating 
to minimize film curl. 

Exposure of the coated film can be 
reduced considerably by using are 
sources of higher intensity, by suitable 
reflectors and by shortening the dis- 
tance from source to exposure plane. For 
example, in a motion-picture printer, it 
should be possible to utilize a reflector- 
type arc lamphouse, such as is used for 
a theater projector. By concentrating 
the light flux on the printer gate, the ex- 
posure time could probably be reduced 
to the order of one second or less. Mer- 
cury vapor and xenon flashtubes might 
also be considered as alternative light 
sources. 

The chemical processing steps could 
be carried out by continuous machine 
to provide the appropriate treatment at 
each stage. Development could be car- 
ried out by deep tank using a machine 
speed and proper path length for the 
required time. As an aid in drying of 
the film after the washing operations, 
efficient air squeegees, followed by im- 
pingement-type dryers, should be use- 
ful. The etching operation could be 
done by simple immersion treatment 
with appropriate adjustments in the hy- 
pochlorite concentration. Finally, the 
removal of the resist could be accom- 
plished with a suitable buffer wheel ro- 
tating in a well containing the tri- 


chloroethylene solvent, the well being 
properly enclosed to minimize contam. 
ination of the surrounding atmosphere. 

The procedure for adding superim- 
posed titles to black-and-white prints is 
the same as that used for adding titles 
to prints on Eastman Color Print Film. 

The method described is offered to 
the industry as an alternative method 
for making superimposed titles on proc. 
essed films using commercially avail- 
able materials. 

It may also find some application in 
preparation of cells for animation pur- 
poses, 

* Further details pertaining to the character- 
istics of KPR and associated materials are 
available upon request to the Graphic Repro- 
duction Sales Div., Eastman Kodak Co., Roch- 
ester 4, N.Y. 

+ Fototype, Inc., Chicago, IIl. 

** Coating with a hand atomizer or camel’s- 
hair brush is also a satisfactory method. 

+t Trichloroethylene, Toluene and KPR De- 


veloper are flammable and care should be ta- 
ken to avoid their use near open flames cr 
sparks. Both Toluene and Trichloroethylene are 
toxic. Care should be taken to avoid pro- 
longed breathing of vapor or prolonged or re- 
peated contact with the skin. 


When loading a 16mm or 8mm cam- 
era with film, thread film carefully so 
that loop on each side of gate is of 
proper length; also make sure that film 
has engaged teeth of the sprockets. 





KSTP-TV News Cameramen Cited 
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AWARD WINNERS — This 
smiling crew is newsreel 
camera team of KSTP-TV, 
Minneapolis, which was 
given special award for 
“ingenuity and creativity” 
by Encyclopedia Britannica, 
The National Press Photog- 
raphers Association, and the 
University of Missouri. They 
are: Standing, back row, 
left to right— John Sgutt, 
Kenn Pratt, Dick Hance, Rei- 
nie Eveslage, Ken Conant, 
Jr. Kneeling, left to right— 
Brad Jacobs, Skip Ne!son 
and Roger Krupp, Jr. 
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MEASURING LIGHT 


(Continued from Page 377) 


The lumen is thus a measure of light 

flow, just as, in electrical units, the am- 
pere is a measure of the rate of current 
flow. 
_ A foot-candle measures the rate at 
which light pulses fall on a surface of 
any area, all points of which are located 
a distance of one foot from a source of 
one candlepower, If this surface is one 
square foot, it receives light pulses at 
the rate of one lumen. Thus, the illumi- 
nation in foot-candles, multiplied by the 
area in square feet of the object, gives 
the total lumens over that area. 

Foot Lambert is the unit of “bright- 
ness” ordinarily used to define the 
amount of light per area reflected from 
screen (or object in photography). A 
perfect diffusing surface reflecting light 
at the rate of one lumen per square foot 
is said to have a brightness of one foot- 
lambert in all directions. 


AnovE TExT and illustrations are reprinted 
from Projector Carbon Bulletin No. 2, issued 
by The National Carbon Company.—ED. 





PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 360) 


ASC, 


Marvin 


“Rescue”* (Cine- 
Schnall. Robert 


@ Lester Wuite, 
film, Ine. with 
Walker, director. 


REPUBLIC STUDIOS 


@ Epwarp Cotman, ASC, “Dragnet”* (Mark 
VII Ltd) with Jack Webb & Ben Alexander. 
Jack Webb, director; “Pete Kelly Blues’’* 
(Pilot: Mark VII Ltd.) Joe Parker, director. 


@ Arcu Dauzett, “Man From Idaho”* (Pilot; 
Revue Prods.). Allen Miner, director. 


@ Benj. Kutne, ASC, “Suspicion ~* (Re- 
vue Prods.) Herschel Daugherty, director: 
“Cimarron City”* (Revue Prods.) Richard 


Bartlett, director; “Schlitz Playhouse”* (Re- 
vue Prods.) John Brahm, director. 

ASC, “Schlitz Play- 
John Brahm, direc- 


@® Ray RENNAHAN, 
house”* (Revue Prods.) 
tor. 











MOVING? 


When changing your address, please no- 
tify us at least four weeks in advance. BE 
SURE to give your Former address as well 
as your New address. Our Circulation De- 
partment needs both addresses in order to 
properly identify your address stencil. 
Your cooperation will insure that Amer- 
ican Cinematographer will continue com- 
ing to you regularly without delay or 
omission of issues. Thank you. 
—American Cinematographer 
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@ Joun Russett, ASC, “General Electric 
Theatre’”* (Revue Prods.) Jules Bricken, di- 
rector; “Alfred Hitchcock Presents”* (Revue 
Prods.) Various directors; “Buckskin”* (Re- 
vue Prods.) John Brahm, director. 


@ Witwiam Sicxner, ASC, “Bachelor Father’’* 
(Bachelor Prods.) with John Forsythe. Sid- 
ney Lanfield, director; “Leave it to Beaver”* 
(Gomalco Prods.) with Barbara Billingsley 
and Hugh Beaumont. Norman Tokar, direc- 
tor. 


© Mack Srtencier, ASC, “Leave it to Bea- 
ver”’* (Gomalco Prods.) with Barbara Bill- 
ingsley and Hugh Beaumont. Norman Tokar, 
director; “Jack Benny Show’* (Revue 
Prods.) with Jack Benny. Don Weis, director. 


@ Exuis TuHacxery, ASC, “Schlitz Play- 
house”* (Revue Prods.) Earl Bellamy, direc- 
tor; “Special Agent Seven”* (Revue Prods.) 
Richard Bartlett, director; “Wagon Train”* 
(Revue Prods.) Various directors; “M 
Squad”* (Latmire Prods.) with Lee Marvin. 
Charles Gould, director; “Buckskin’* (Re- 
vue Prods.) Earl Bellamy, director;; “Wells 
Fargo”* (Overland Prods.) with Dale Robert- 
son. Earl Bellamy, director. 


@ Joun Warren, ASC, “M Squad”* (Lati- 
mer Prods.) with Lee Marvin. Don Taylor, 
director. 


RKO 


@ JosepH Biroc, ASC, “Verboten!” 





(Globe | 


Ents.) with James Best & Susan Cummings. | 


Samuel Fuller, director. 
RKO-PATHE 
@ Georce Disxant, ASC, “Mr. Adams & 


Eve”* (Bridget Prods.) with Ida Lupino and 
Howard Duff. Richard Kinon, director; “Al- 


coa-Goodyear Theatre”* (Four Star Prods.). | 


Various directors. 


@ Guy Ror, ASC, “Trackdown”* (Four Star 
Prods.) with Robert Clup. Don McDougall, 
director; “Dick Powell’s Zane Grey Theatre”* 
(Four Star Prods.) with Dick Powell. Wil- 
liam Faralla, director; “Alcoa Goodyear 


Theatre”* (Four Star Prods.) Robert Florey, | 


director. 


“Wanted Dead or 
Tom Carr, di- 


@ Lester SuHorr, ASC, 
Alive”* (Four Star Prods.) 
rector. 


SUNSET STUDIOS 


@ Perry FinnermMan, “Hey, Taxi”* (Juarto 
Prods.). Various directors. 


20TH CENTURY-FOX 


@ Cuaries Crarxe, ASC, “The Hunters” (De | 


Luxe color; CinemaScope) with Robert Mitch- 
um and May Britt. Richard Powell, director. 


@ Tom Turwiter, ASC, “The Hunters” (2nd | 


Unit). 


@ Mitton Krasner, ASC, “A Certain Smile” 
(CinemaScope & Color) with Rossano Brazzi 
and Christine Carere. Jean Negulesco, direc- 
tor; “The Remarkable Mr. Pennypacker” 
(CinemaScope & DeLuxe color) with Clifton 
Webb and Dorothy McGuire. Henry Levin, 
director. 


@ Joe MacDonatp, ASC “The Hell Bent 
Kid (CinemaScope) with Hugh O'Brian and 
Dolores Michaels. Gordon Douglas, director. 
@ Wittiam Mettor, ASC, “The Diary of 
Anne Frank” (CinemaScope) with Millie 
Perkins and Joseph Schildkraut. George Ste- 
vens, producer-director. 


(Continued on Page 394) 
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MOVIOLA 


FILM EDITING 
EQUIPMENT 
16MM - 35MM 





© PICTURE 
SOUND 
Photo and 
Magnetic 


@ SYNCHRO- 
NIZERS 


@ REWINDERS 


One of the 
new series 20 
Moviolas for 
picture and 
sound. 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. 
1451 Gordon St. * Hollywood 28, Calif. 

















FILM 
LABORATORIES 





Super Anscochrome 
Force-developed to ASA 200 


16mm Developing and Printing Specialists 
®@ 16MM ANSCOCHROME 
@ 16MM B&W REVERSAL 
@ 16MM B&W NEGATIVE 
© 16MM B&W POSITIVE 


350 West 50th St., New York 19, N. Y. 
ESTABLISHED 1949 











BOLEX ACCESSORIES 


For H8 and HI6 cameras: 

Battery Camera Drive @ Time-lapse Timer @ Lens 

Extension Tubes @ Camera Rackover @ Turret Lever 

Third Turret Stop © Turret Filter Slides @ Camera 

Base @ Lens Control Handle © Complete Factory 
Parts & Service 


For H16 Cameras Only: 


Variable Shutter © Split-Frame Mask ©@ Sync 
Camera Drive @ 400-Ft. Magazine ©@ Sound 
Sprockets 


VARIABLE SHUTTER FOR H16 REFLEX 
Write today for Illustrated Catalog 
STEVENS ENGINEERING CO. 


2421 Military Ave., Dept. A 
West Los Angeles 64, Calif. 
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CLASSIFIED 


RATES: Ads set in lighttace type, 10¢ per word; minimum ad, $1.00. 
Text set in lightface capital letters ‘except Ist word and advertiser's 
name) 15¢ per word. Modified display format (text set in boldface 
type, capitals or upper-and-lower case) 90¢c per line. Send copy with 




















ADVERTISING 


remittance to cover payment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms ciose 15th 
of month preceding date of issue. No discount on Classified Advertising. 
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MID-YEAR CLEARANCE SALE 
— $.0.5. REMOVES THE GUESS — 
EVERYTHING NEW OR SERVICEABLE UNLESS OTHERWISE DESCRIBED 


CAMERAS 35mm 


ECLAIR CAMERETTE; four f2.0 lenses; 3 magazines; 2 motors; automatic focus; all cases. 


$5000.00 value, close out ‘ sdeidindeatt detdeniacibsainaauiiehanminedadimnelnia : $1995.00 
WALL MOVIETONE CAMERA; 4 lenses, 2 mags., 12V motor; sunshade mattebox; Mitchell type view- 
NR TT RINE RR ace ea a RE Tie Sa 1200.00 
CUNNINGHAM PORTABLE CAMERA; 3 Baltars; pilot pin movement; 110V motor; 2-200’ mags and case 595.00 
MITCHELL BNC OUTFIT, 6 Baltars; cams to one foot; 2 magazines; syncmotor; TV calibrated viewfinder 
sunshade mattebox; cases; recently rebuilt. Includes Worrall Gearhead, Houston Fearless Crab 
Dolly. $24,000.00 value iatainiieine : 18,500.00 
{available less gearhead and dolly) 
ACME ANIMATION Camera, Model 5 w/automatic dissolve & footage counter. $3400 value, excellent 2495.00 
MITCHELL NC w/4 Baltar lenses; 2 magazines;~ viewfinder; 2 motors; mattebox; sunshade; tripod 
Reconditioned . seviebiniatnialna : 6995.00 
CAMERAS 16mm 
AURICON 400’ converted CINEVOICE; B&H mag; syncmotor; amplifier and case. $1200.00 value $ 795.00 
CINE SPECIAL I! with f1.4 lens 1”, B&H positive finder; masks and case 695.00 
MAURER O05 CAMERA; 4 lens turret; vertically mounted syncmotor; turret and focus controlled from 
rear like TV. Less lens, mag. and finder ussite 1995.00 
MITCHELL 16, 220v - sync motor; 4 Baltar lenses; large viewfinder; 3-400’ mags.; cases. $6,500 
value. Excellent SO BAe fo eee ‘ . 4495.00 
CAMERA ACCESSORIES 
RABY PERAMBULATOR, 4 wheel type. New $3,000.00, good condition $1995.00 
BRAND NEW Jr. type TRIPODS, Reg. $145.00. Reduced to 119.50 
PAN CINOR Lens 20/60mm f2.8, matched finder. Excellent ; 149.50 
MITCHELL type HEAVY DUTY tripods. NEW : 129.50 
(take Mitchell, Houston-Fearless or Ceco TV Freeheads) 
EYEMO LENSES, Ilex Cinemot, 2.9, 35mm focus. Fine Condition 59.50 
JUMBO size CHANGING BAGS. New ; 4.95 
Tripod Triangles, prevent slippings; $30 value. New i 19.95 
American Cinematographer HANDBOOKS, 8th Edition. Under '/, price 2.35 
Filmo Shiftover Alignment Gauges, $55 value 24.95 
PROF. Jr. BLIMP for Cine Special w/syncmotor. $750 value 495.00 
RECORDING & PLAYBACK 
HALLEN 258 MAGNETIC 16mm RECORDER; 2000’ arms; 3 inputs; playback amplifier; power supply 
and speoker. $1495.00 value $ 695.00 
MAGNASYNC X-400-13 triple dubber rack mounted w/shaft ‘interlock and preamplifiers. $2700 value 2150.00 
KINEVOX 4 position AMPLIFIER, latest type. $525.00 value . 294.00 
NEW MAGNETIC PLAYBACK Units for B&H Filmosound . 5 99.50 
MOLE RICHARDSON 17’ mike boom with 3 wheel perambulator. $1500.00 value 795.00 
ANIMATION & SPECIAL EFFECTS 
os PROFESSIONAL TITLER & Special Effects Kit. Handles animation. 
TG $175.00 TG - é .... $225.00; TV IV $ 325.00 


ACh PEGBOARD mounted, add $25. 


Bodde 2000W P3AC BACKGROUND nom PROJECTOR on rolling stand w/blowers, powerstat, and 


4"’x5” slide carrier. $945 value. Excellemt .........2.....-..cceeeceeeeee 495.00 
ANIMATION BOARD 48’’x30” overall. Moves E/W/N/S with 3 registration pins and adjustable platen. 

$2000 value, new condition LFS ASS DEES RE ee ee IRS I I ; 695.00 

LIGHTING EQUIPMENT 

FLOODLITES with Barndoors on stands, take up to No. 2 onan Case included $ 49.50 
WARNER HIBOY 48” Reflectors with stands, $135 value ............... : , 79.50 
5 lite DOUBLE BOARDS on stands, $145 Value .o........ccccceceeecseseeseeeeeeeses 89.50 
Mole-Richardson 120 Amp. MOLARC (Type 90) ON PEDASTAL with Grid and Cables. $1,160 value. 

Excellent condition . aaa ates 695.00 
4 Hole PLUGGING BOXES with cable. $50 value 22.50 
PEARLEX CARBONS for 16mm arc projectors. 25 sets ¥; off . ' xe 4.95 

CUTTING ROOM EQUIPMENT 

MOVIOLA DIFFERENTIAL REWINDS, 4 shafts 35mm, reg. $480.00 pair ..... silane , oe FF 
B&H Hot Foot PEDESTAL SPLICERS, Reduced. 35mm only $695, ween ania aa . . 895.00 
GRISWOLD 35mm splicers R-2. Good condition ‘ 15.95 
Prestoseal HOT SPLICERS 16mm or 35mm optional. “Excellent cond. oo... 395.00 
SOSoft EDITING GLOVES—light, dozen pair . isdemestebienianenniat 1.29 

Medium weight, dozen pair sdensicitiehtelbvaianannteaiad 2.29 
1200’ PLASTIC REELS, 16mm. Reg. oe, | "> TET en : 1.95 
China MARKING CRAYONS, brown, ' price. Per dozen ...............--. seileninigiasieiiion 1.00 

MOVIOLAS AND EDITING MACHINES 

Dozens of Good 35mm SOUND MOVIOLAS, starting at . , $ 395.00 
MOVIOLA 35mm UDCS 3x4” picture on one side, optical “and. “magnetic “sound on other. Good cond. 985.00 
KP 16mm Green MOVIOLAS w/2¥,"’x3¥,” picture. New ................ ; ; 395.00 
35mm MOVIOLAS with 3” Magnified picture, automatic takeups, Gov't Surplus—good condition. 

(Some BRAND NEW $289} .......... _ . snitrignbaiamndaaiimeiieeetniina. Tae 
$.0.S. Sr. ACTION VIEWER, sce 3x4" picture “with hold-down ‘pressure pads. New Demonstrators. 

Limited quantity ............ , isnliiedindis = ion jatippaaninaliaieie pone 124.50 

PRINTERS 

BELL & HOWELL 35/16mm Picture Reduction Printer, $7,500 value, reconditioned .... $3995.00 
DEPUE OPTICAL 35/16mm Soundtrack Reduction Printer, $7,500.00 value, reconditioned coccces 1995.00 
Duplex 35mm COLOR PRINTERS with automatic lite change filter ae, $18,000 value. Less than 

EL IIL, . UII ocseousichsicncntteeretameteiclcnnbinenahistpcideptiltliiadinamngiciihiapaadiacintieaieipeintitns island POSES 2495.00 
B&H 35/16 Picture REDUCTION PRINTER. Rebuilt —............................. 4995.00 

LABORATORY 
NEUMADE 35mm 2000’ CLEANING MACHINES, Regularly $425.00, likenu ........ -$ 295.00 
(for conversion to 16/35mm add $50) 

Stineman 16/35mm DEVELOPING OUTFITS, 200’ in case with loading device. New, Surplus. $200 value 99.75 
HOUSTON 35mm Model 2 Processors, neg/pos. w/refrigeration; recirculation; air pump; temperature 

control, Speeds to 1200’ per hour. Gov't paid $10,000. Reconditioned isiaictelendlishhidecsamniccs ae 
TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 

$.0.$. CINEMA SUPPLY CORP., Dept. fc 
602 W. 52nd Street, New York 19 


Western Branch—6331 Hollywood Bivd., Hollywood, Calif.—Phone 7-2124 
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OUR 28th YEAR %& %& *& %& SUPPLYING EVERYTHING 
PHOTOGRAPHIC AND CINEMATIC 
35mm DEBRIE CAMERA MODEL L/E featur- 
ing 28mm Schneider, 50mm, 75mm lenses, 
Pilot Registration Pins, Direct focusing on 
ground glass, 5—400’ magazines, free- 


head tripod. Matte box, 24V_ variable 
speed motor. Value $2355.00 .................... 1250.00 
35mm. Value 


ART REEVES SENSITESTER 
A ee ee 1150.00 
B & H 16mm FILMO CAMERA Model 70-DA 
with 17mm 2.7 Wollensak, 1” f1.5 Dal- 
meyer, 2” 2.8 Schneider. 3” f4 B & H 
Teletar, and 6” [4.5 Telephoto Xenar 
Lenses; 2-400’ Magazines; Motor; Wells 
Semi-Professional Tripod; Carrying Case. 
Verte $2 ,C06.GD. Specie cecccccecceccsnsccccssccscsses 1150.00 


BRUNT-MYER BLIMP for Cine Specia! 
camera, one or two 110 volt, synchron- 
ous motor, Astro erect-image viewfinder, 
follow focus gears. Value $990.00. Special 


35MM. GRAFLEX ogee UNIT 
COMPLETE—!.D. camera w/100 ft. maga- 
zine, stand w/lights & built-in number- 
ing device. VALUE $595.00. 

35mm B & H SINGLE SYSTEM SOUND CAM- 
ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 
Modulite galvanometer, amplifier, motor, 
Tachometer. 2-1000’ magazines, Tripod 
with Freehand, quick release legs, carry- 
ing cases. Guaranteed ....... 

35mm DUPLEX PRINTER Adapted for sound 
track, excellent for duping. Academy Aper- 
ture. Speed 250 pictures per minute per 
side. Two light change boards, 18 different 
lights each side, 21 scenes. Motor 110 V, 
perfect mechanical condition .....................- 

MOLE RICHARDSON 2000 Spot, rolling stand 
and Lamp BOOM. Special... 

B & H 12V or 24V EYEMO & "FILMO- “MO- 
TORS. New. Value 142.00.................---000-- 

ENLARGERS, EXCELLENT CONDITION, €EL- 
WOOD. Auto focus, 


625.00 


285.00 


2,900.00 


675.00 
195.00 
95.00 


235.00 
175.00 
16mm Sound Cameras. Auricon Pro Jr. 200 
ft, magazine capacity. Also Cine Voice 100 
ft. magazine. Garantee BIG saving. 
35mm 400 ft. Cineflex magazines. Arriflex 
adaptable. Valve $165.00. Price.................. 
MOVIOLAS sound and silent editing ma- 
chines, synchronizers, rewinds at big sav- 


100.00 


ings. 

35mm WILLART OR PATHE professional cam- 
eras, 400 ft. magazines, studio models, 
direct view through-lens focus. Good for 
| newsreel or experimental work. 

SOLENOID STOP MOTION MOTORS, time con- 
trol for 16 or 35mm animation cameras.... 

16mm SOUND projectors various makes 
$150.00 ana up 

lémm CINE SPECIAL Model | ....c..cccscccsssessee-e 425.00 

AURICON PRO CAMERA, Model CM 71, Sound, 2 
200 Foot Magazines, Noise Reduction Amplifier, 
Hi-Fi Mike and Accessories, Combination View & 
Camera Finder, 1” F1/9 E. K. Lens, Portable Power 
Supply Unit, Professional Junior Tripod, Carrying 
Case. Value: $2133.00. Excellent condition. 
Price: $1345.00. 

SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 

TRIPODS, SYNCHRONIZERS, 16mm SOUND CAMERAS 
lights, lenses. mikes, booms, dollies, motors, etc. 
New—Used. Reasonable prices. Cash for used equip- 
ment. Trades taken. 

HOLLYWOOD CAMERA EXCHANGE, LTD. 


1600 CAHUENGA BVLD., HOLLYWOOD 28, CALIF. 


195.00 
165.00 





BELL & HOWELL SPORTS VIEWFINDER MOUNTED 
FOR KODAK CINE-SPECIAL. Our precision engin- 
eered and custom built unit solves once and for 
all the problem of an inadequate action finder 
for the Cine-Special with the finest in Sportsfinders 


adapted to a rock steady mount with positive 
locking parallax control that has no_ interference 
with any camera function, including magazine 


changing. Also makes a perfect anamorphic finder. 
THE MIMARAX COMPANY, Box 895, Memphis !, 
Tennessee. 





RANGERTONE Academy Award winning ',”’ lip-sync 
tape recorder $1250.00, Mitchell 16mm professional 
blimp $1,000.00, Maurer Model ‘'D'’ 16mm optical 
film recorder $1995.00, will consider trades for 
Auricon 200’ model cameras, with or without re- 
cording amplifiers. SPORTSREEL PRODUCTIONS, 1114 
Carleton St., Berkeley, Calif. 
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STUDIO & PRODUCTION EQUIPMENT 


STUDIO & PRODUCTION EQUIPMENT 


WANTED 





USED EQUIPMENT FOR SALE: 35mm BELL & HOWELL 
CAMERA, Studio camera with rackover and high 
speed shuttle. 3 Baltars, Magazines, Motor, Matte 
Box, Finder, Tripod, 2 Battery cases, and case for 
camera. 35mm CAMERAFLEX, 3 Baltars, motor, and 
magazines. 35mm AKELEY Pancake camera, 3 lenses, 

4-200’ magazines, motor, Akeley Gyro Tripod, & 
Mitchell finder. 35mm RADISH sound blimp for 
Camerafiex. 16mm AURICON SUPER 1200 camera 
noise reduction sound, rackover, variable shutter, 
auto-parallex viewfinder, tripod, 2 magazines, 
amplifier, mike & cases. 16mm Zoom lens and Misc. 
other lenses. Western dolly with boom. KIA reversal 
16mm film processor. Can also be used for negative- 
positive processing. Excellent condition. 3-wheel col- 
lapsible aluminum dolly. Saltzman B-9 printer, can 
be made into an animation stand. Prestoseal butt 
splicer. HOT PRESS title machine. 16mm MAGNA- 
SYNC magnetic recorder. 17-,mm MAGNASYNC 
magnetic recorder. RCA 4-position mixer (field type). 
WANTED: l6mm Mitchell camera and accessories. 
16mm Mitchell camera blimp with follow focus. 
GEAR head for blimp. 35mm Mitchell camera and 
accessories. 35mm Mitchell camera blimp with fol- 
low focus. VARIOUS LABORATORY EQUIPMENT. 
35mm sound on film recorder. 16mm sound on film 

recorder, Rangertone \/,"" tape equipment. We are 
interested in swapping, selling. and buying the 
above items. LET US HEAR FROM YOU. SHAMROCK 

STUDIOS, P. O. Box 1345, Winter Park, Florida. 


PROTECT valuable cameras, complex electronic equip- 
ment, motors, generators, vehicles against rust and 
corrosion due to moisture and condensation. SPRA- 
DRI, a patented chemical in 12 oz. aerosal can, 
exceeds Federal specification Mil-C-16173A(3), ex- 
cellent for ‘“‘location shooting studio use, manu- 
facturing and shipping of valuable equipment. Un- 
conditionally guaranteed, developed by a govern- 
ment agency. Per can: $3.50 Postpaid, discounts to 
quantity users, dealer inquiries invited. BERGMANN 
ENTERPRISES, 215 N. Flores St., San Antonio, Texas. 
Exclusive national, international distributors. 





SALE BY SOLE OWNER —Arri Professional tripod, 
model 35, with hemispheric joint, Arri pan head, 
and leather carrying boot, excellent condition, 
$214.00. Arri 400’ 35mm magazine, excellent, 
$80.00. Arri portable wet-celi lead battery-16, 
V-6AH, with leather case and shoulder strap, brand 
new, $48.00. Bardwell McAlister Skypan, $34.00. 
CHAS. GUGGENHEIM & ASSOCS., INC., 3330 Olive 
Street, Saint Louis, Mo. 

16MM HOUSTON-K-IA . developing machines. 
For reversal or positive film: Complete with > 
frigerator units, temp controls, condensors, 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 

MAURER Mod 506A, exec. cond., 2 magazines, 2 
motors—inc. sync, 3 lenses, cases, extras, $1,750.00. 
AURICON Pro 200, single system 16mm noise red. 
amplifier complete with portable power supply, 
$850.00. MOVIOLA 35mm separate opt. sound & 
picture magnifier lens viewer, $350.00. PRODUCERS 
FILM STUDIOS, 540 N. Lake Shore Dr., Chicago 11, 
Iilinois. 





FOR SALE FILM DEVELOPERS. Houston K3A. ews 
ly rebuilt by original manufacturer. Guaranteed. 
Complete, ready to operate, $2,795.00 STEP 
PRINTERS. 35mm Houston. For separation and dupe 
negatives. Automatic light and filter changer. Com- 
plete, $6,500.00. HOUSTON FEARLESS CORP., 11805 
W. Olympic Blvd., Los Angeles 64, Calif. 

CINE SPECIAL outfit, camera with four lens turret, 

filter slot, fade attachment, one two-hundred foot 

and two one-hundred foot magazines, Mitchell NC 
finder, five Ektar lenses, CEC Blimp with sync 
motor, and case. Complete $1895.00. HAYNES 

CAMERA CENTER, 8618 Georgia Avenue, Silver 

Spring, Maryland. 








FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and-white 
and color. All makes. Low prices. Send for lists 
—= CORPORATION, Erna Street, Milford 
onn. 





FOR SALE 
Used late model MAURER cameras. Economically 
priced. Write for details. 
CAMERA EQUIPMENT COMPANY, INC. 


315 West 43rd Street, New York 36, New York. 





lémm MITCHELL camera, 4 lenses, other accessories, 
condition new, price $5,000. Write or phone LANCE 
ete 353 West 57th Street, New York City. Plaza 
-6167. 





B&H Eyemo, Model K, with 2” F/2.8 lens. Also A-4 
Bomb Spotting Type, plain or with 400’ magazine 
adaption. In excellent condition. Reasonable. JACK 
WALTON, P. O. Box 1457, Tampa, Fla. 


VIRTUALLY new B&H Standard movie camera 35mm 
Model 1139; F2 75mm Cooke speed Panchro lens 
and F2.3 50mm Pan Tachar, Price $2,000.00. Con- 
tact PAUL STARR, HO 5-3136. 

TWO magazines, 35mm x 1000’, Wall, also fits B&H. 
Excellent condition. In Carrying Case, $100.00. JACK 
WALTON, P. O. Box 1457, Tampa, Fla. 








CONVERT your K 100 to motor driven 1200 ft. 
pacity camera, PROFESSIONAL CINE PRODUCTS, 
6055 Ridgecrest, Dallas, Texas. 





be GUARANTEE our Cine-Voice 400 foot conversion 
give perfect wow-free sound. PROFESSIONAL 
_ Cine PRODUCTS. 


ADD filter slot to any ‘stieon Cine- Voice or Pro. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 








ADD a critical focus to any turret model Cine-Voice. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 





KODAK Cine Special 1, excellent, 25mm F1.9, 40mm 
FI.6 Ektar, 13mm F2.5 Ektar, $500.00. WISC 
STATE COLLEGE, Photo Dept., Eau Claire, Wisc. 


CINE Special Series 1. Perfect. 1°° lens. $400.00 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 











STOCK FOOTAGE WANTED 





STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, 16mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and phto- 
graphic quality. Submit films or description to 
WORLD WIDE FILMS 
Elmer Dyer, ASC, 
108 So. La Jolla, Hollywood 48, California 
Phone: WEbster 9-8308 





SERVICES 


SELL YOUR SURPLUS AT ONE FELL SWOOP 


WE BUY * SWAP © SELL * CONSIGN 
WE'LL GET YOU MORE AND WE WORK CLOSE 
For Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 

you don't need. 

WE ALSO TAKE as. 
SET YOUR OWN PRICE— 
OUR PERCENTAGE {S SMALL 
WIRE US - WUX New York, 


Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 
TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 














Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 


PILOT FILMS, amateur productions—adventure, travel, 
documentary—wonted for TV. We agent or take on 
contract. WORLD FILMS, INC., Box 38644, Holly- 
wood 38. California. 








EXPERIENCED 16mm photographer with some writing 
ability. State age, experience, and expected salary. 
WATSON FILM PRODUCTIONS, 23 Chestnut Hill Rd., 
Holden, Mass. 





DUTCH FILM PRODUCER offers all possible help in 
Europe. No Language troubles. International ex- 
perienced technicians available. WE solve ail YOUR 
problems. Write or wire: WALTER DE _ VRIES, 
Lepelstraat 20-c, Amsterdam, Holland. Tel. 57807. 





HAVE camera will travel. 16 and 35mm assignments 
in Florida and the Caribbean. Stock footage, travel, 
industrial, underwater, documentary, sports, and 
newsreel. Filmed to your requirements. NORWOOD 
STUDIOS, 932 NE 6th Ave., Gainesville, Florida. 
Phone Franklin 6-5980. Collect. 

MIDWEST. Agriculture, ranching, industrials, news- 
films . . . filmed to your specifications. Complete 
16mm facilities. LANDON & LANDEN PRODUCTIONS, 
2408 Hobbs, Manhattan, Kansas. 








LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 
Write for Price List. 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado. TAbor 5-2812 





SOUND RECORDING at a “reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1-2707. 


16mm SOUND and picture editi ind recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 





WANT old Edison, Lubin, Biograph movies around 
1900. Advise subject, footage, condition, price? 
HARRIOTT STUDIO, 5075 37th St., No., St. Peters- 
burgh 14, Fla. 








WANT TO BUY 35mm short ends. Must be fresh stock. 
Quantities of 2500 feet or more. Call STanley 
7-8450, North Hollywood or write Box 1308, AMERI- 
CAN CINEMATOGRAPHER. 








AURICON 200° model camera, with or without re- 
cording amplifier. SPORTSREEL PRODUCTIONS, 1114 
Carleton St., Berkeley, Calif. 





For experimental use, Mitchell Std. or NC body only. 
Also tripod head for Akeley pancake. JACK WAL- 
TON, P. O. Box 1457, Tampa, Florida. 





OPTICAL printer. Reduction 16mm to 8mm. State 
condition and price. Box 1301, AMERICAN CINE- 
MATOGRAPHER. 





ASSIGNMENTS WANTED 





NEED footage of West Germany? Il6émm commercial 
Kodachrome shot to your order by experienced 
cameramen. Prompt service. Satisfaction guaran- 
teed. HENRY SCHMULTS, 216 Elmwood Avenue, 
Ho-Ho-Kus, New Jersey. 





FILM assignments in all Middle East area, docu- 
mentaries, newsreels, featurettes, with Auricon Pro 
600 and B&H 35mm cameras. Write to GEORGES 
SHAMMAS, Box 2604, Beirut, Lebanon. 





EUROPEAN COVERAGE undertaken anywhere. 20 
years experienee, see International Almanac. Stock 
shots available. JOHN BYRD, 27 Arthur Road, 
London, S.W. 19, England. 











CUSTOM 16mm _ reversal processing. Tri-X, Plus-X, 
931, 930. 1 day service by professionals .04 per 
foot. CARR PHOTO SERVICES INC., 3393 Main 
Street, Weirton, W. Va. 





HELP WANTED 





ENGINEER, spray processor design. Either full time or 
consultant basis. Southern California. Give salary 
wanted and experience. Write Box 1309, AMERICAN 
CINEMATOGRAPHER. 





WANTED 





WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip. 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 Broadway Plaza 7-6977 New York 23, N.Y. 


Got Something to Sell? 


AMERICAN CINEMATOGRAPHER reaches ail 
fields of 35mm and 16mm motion picture 
production— 

* Major Hollywood Studios 
Television Film Producers 
Industrial Film Makers 
Educational Film Producers 
* Amateur Movie Makers 
Film Laboratories 
Foreign Film Producers (80 countries) 
Missiles Research and Testing 
Why be satisfied with anything less? 
Write The Editor For Display Advertising Rates 
1782 No. Orange Drive, Hollywood 28, Calif. 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 391) 


@ Oswotp Morris. “The Roots of Heaven” 
(D. F. Zanuck Prods., CinemaScope, DeLuxe 
color; shoofing in French Equatorial Africa) 
with Trevor Howard, Errol Flynn and Juliette 
Greco. John Huston, director. 


@ Water Strrence, ASC, “Frontier Gun” 
(Regal Films) with John Agar and Barton 
MacLane. Paul Landres, director. 


@ Freperick Younc. “The Inn of the Sixth 
Happiness” (CinemaScope; Deluxe color: 
shooting in London) with Ingrid Bergman, 
Curt Jurgens, and Robert Donat. Mark Rob- 
son, director. 


UNIVERSAL-INTERNATIONAL 


ASC, Bordens, Joy, and 
Will Cowan, director. 


@ ArtTHUR ARLING, 
Marlboro commercials.* 


@ Irvinc Guiassperc, ASC, Lustre Creme and 
Weidemann beer commercials.* Jack Daniels, 
director. 

com- 


@ Puitie Laturop, Weidemann beer 


mercial* Jack Daniels, director. 


@ Russet, Merry, ASC, “Monster in the 
Night” with Arthur Franz and Joanna Moore. 
Arnold, director; “Step Down to Terror” 
with Colleen Miller and Charles Drake. Harry 


| Keller, director. 





Hallen Electronics -....................... 389 
_ 338 
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S. Savings Bonds 
Wil Cowan, 


@ CiirFrorp Stine, ASC, U. 
and Camay commercials.* 
director. 


WARNER BROS. 


@ Exuis Carter, ASC, Bell Telephone Se- 


ries”"* Owen Crump, director. 


DuPar, ASC, “Room for 


@ Epwin one 
More”* (Pilot) Leslie Martinson, director: 
“Maverick”* with Jim Garner. Various di- 
rectors. 


@ Russert Hartan, ASC, “Rio Bravo” (Ar. 
mada Prods.; WarnerColor) with John Wayne 
and Dean Martin. Howard Hawks, producer- 
director. 


@ Micner Kewser, “John Paul Jones” (Tech- 
nicolor; John Paul Jones Prods.; shooting 
in Spain) with Robert Stack, Charles Coburn 
and Erin O’Brien. John Farrow, director. 


@ Harotp Lipstern, ASC, “Damn Yankees” 
(WarnerColor) with Tab Hunter and Gwen 
Verdon. George Abbott & Stanley Donen, 
producers-directors. 


@ J. Peverett Martey, ASC, Kaiser Alumi- 
num commercial* Dave Monahan, director: 
Piels beer and Anacin commercials* Thomas 
Armistead, director. 


@ Frank Praner, ASC, “The Nun’s Story” 
(WarnerColor; Fred Zinneman Prod.; shoot- 


ing in Rome) with Audrey Hepburn and 
Dame Edith Evans. Fred Zinnemann, direc- 
tor. 

@ Haroitp Stine, ASC, “Maverick”* with 


Jim Garner. Richard Bare, director; “Sugar- 
foot”* with Will Hutchins. Monty Pittman, 
director. 

@ Harry Srrapiinc, ASC, “Auntie Mame” 
(Technirama; Technicolor) with Rosalind 
Russell and Forrest Tucker. Morton DaCosta, 
director. 


@ Ratpw Woo.rsey, ASC, “Maverick”* 
Jim Garner. Various directors. 


with 
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CHARLES LANG, ASC, (far side of VistaVision camera) and his assistants Kyme and Ken 
Mead (at his left) prepare to “‘roll’’ the camera following rehearsal of scene for Para- 


mount's “The Matchmaker." 


Others, left to right, are Anthony Perkins, Robert Morse, 


dialogue coach William Ross, Shirley MacLaine, Perry Wilson, and director Joseph Anthony. 


* June, 1958 
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“For clean, sharp lighting for the absolute 
true reproduction of color, I always 
insist on ‘National’ carbon arc lighting.” 


THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 


iSite). | 
CARBIDE The terms “National” and “Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY : Division of Union Carbide Corporation - 30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto. 
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For information and 
quotations on ANY or ALL 
of these Producer Services, 
write, phone or wire ... 


byr eo} a laboratory 


1226 Wisconsin Ave., N.W., Washington 7, D.C. 
FEderal 3-4000 





